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Abstract 
This thesis focuses on the intertextuality related to Romanticism that has shaped 
Prochain Episode. To portray his narrator's identity crisis Hubert Aquin chooses 
Romantic literary and revolutionary figures as models such as Honore de Balzac 
associated to Ferragus, le chef des Devorants in L 'Histoire des Treize; Lord George 
Byron, who died in Missolonghi fighting for Greek independence, as well as the English 
poet's literary doubles, Manfred, Le Chevalier Harold and Francois de Bonnivard, Le 
Prisonnier de Chillon; Benjamin Constant, a writer and politician during the French 
Revolution; the Russian revolutionaries Nikolai Tchernychevski and Mikhail Bakounine, 
and the Italian Giuseppe Mazzini who incarnate liberalism. 
Prochain Episode's Narrator portrays himself as a modern day knight invested 
with a double mission: the reconquest of his country and the search for a "Graal 
esthetique" (P.E. 92). This chivalric figure, revived in Romantic 19l century circles, is 
both the hero and poet of the tale which chronicles his heroic exploits. However, the 
Quebec fighter is doubly disillusioned. His political crusade finishes in failure and his 
search for an original literary style leaves him discouraged. He concludes mournfully, 
"Jerusalem seconde, cette unicite surmultipliee, n'est rien d'autre qu'une obsession de 
croises" (P.E. 92). This intertextual reference to Torquato Tasso's work on the invasion 
and subjugation of Jerusalem by crusaders is intertwined in his mind with the FLQ 
Patriots' mission to reconquer Quebec. The author and narrator are convinced that 
eventually someone else will take their place, avenge Quebec and fight for the country's 
next episode. There is no final revolution; revolutions are infinite. 
1
 Although the critical edition was consulted, all citings were taken from the first edition of Prochain Episode, Le 
Cercle du Livre de France, 1965. 
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Resume du memoire 
Influences romantiques et intertextualite dans Prochain 
r 
Episode d'Hubert Aquin 
«Byron, comme un lutteur fatigue du combat, 
Pour saigner et mourir, sur tes rives s'abat.» 
Lamartine - Ressouvenir du Lac Leman 
Prochain Episode, ecrit au lendemain de la Revolution tranquille, se veut la 
transposition dans le domaine fictif (intrigue a suspense) d'une tranche de vie evoquee 
sous forme de crise (personnelle, esthetique et historique) et ayant pour modeles des 
figures romantiques litteraires et historiques: Balzac associe a Ferragus, le chef des 
Devorants dans L 'Histoire des Treize; Byron, mort a Missolonghi pour Pindependance 
de la Grece et ses doubles litteraires: Manfred, Le Chevalier Harold et Francois 
Bonnivard, Le Prisonnier de Chillon; Benjamin Constant, homme de lettres et politicien 
sous la Revolution Francaise, devenu P incarnation du liberalisme; les revolutionnaires 
russes Tchernychevski, Bakounine; PItalien Mazzini; sans oublier le Hai'tien Toussaint 
Louverture qui fut embastille par Bonaparte pour avoir tente de proclamer une republique 
noire et que Lamartine a celebre dans un drame qui porte son nom. Le narrateur-acteur de 
Prochain Episode, fort de Pexemple de tous ces heros qui ont mene des luttes de 
liberation et marque le cours de P Histoire, entreprend de retracer le parcours de sa propre 
tentative revolutionnaire: «Quelque part entre H. de Heutz et Toussaint Louverture, 
j'immerge dans Peau seculaire des revolutions ». Byron lisait, ou faisait lire, a Childe 
Harold Pouvrage de Phistorien Edward Gibbon, Histoire de la decadence et de la chute 
de I 'empire romain, Aquin fait de son protagoniste un historien des guerres puniques. 
Depuis sa publication, en 1965, cette oeuvre, cle de voute de Punivers imaginaire 
aquinien, a ete analysee sous tous ses angles et a la lumiere des theories litteraires les plus 
diverses: structurale, freudienne, semioticienne, sociologique, philosophique etc. Dans 
chaque etude se bousculent et se font echo les noms bien connus de Michael Riffatterre, 
Michael Bakhtine, Roland Barthes, Michel Foucault, Roman Jakobson, Jean Ricardou, 
Albert Memmi, Frantz Fanon, Mircea Eliade, Maurice Blanchot, etc. Ce qui tend a 
prouver que le discours aquinien ne saurait etre circonscrit a une seule tendance 
ideologique, thematique, lexicale ou stylistique. II y a autant d'interpretations de ce 
roman qu'il y a de critiques. Celles de Francoise Maccabee-Iqbal {Hubert Aquin, 
romancier et Desafinado - Otobiographie) et de Patricia Smart (Hubert Aquin, Agent 
double) restent les plus couramment citees. Mais bien que toutes les figures litteraires et 
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historiques auxquelles le narrateur s'identifie appartiennent au mouvement romantique (a 
l'exception de l'Africain Wolof Birago Diop), cet aspect a rarement ete etudie en 
profondeur selon une approche romantique intertextuelle. II est difficile de croire que 
leur presence n'ait qu'une incidence passagere, capricieuse ou ironique, dans la 
reconstitution du Moi et dans le deroulement de 1'intrigue. Certes, le fait qu'en pleine 
mission, ce combattant du Front de Liberation du Quebec prenne le temps de faire une 
pause gastronomique et que dans le Chateau de Coppet qu'il s'apprete a investir, il 
s'extasie devant le luxe raffine des lieux, peut paraitre «ironique», sinon irresponsable ! 
Le caractere romantique du narrateur de Prochain Episode n'a pourtant pas 
echappe a certains critiques. Andre Major l'a qualifie de «roman historique romantique» 
revelant «le Moi» et les preoccupations politiques de l'auteur (Major dans Allard LXV). 
Jean-Ethier Blais, au lendemain de la parution de l'ouvrage, note dans sa chronique du 
Devoir, «la naivete et le romantisme du narrateur» (Blais 233). Smart voit dans les 
themes principaux de l'ouvrage (Fart, la revolution, Famour, le suicide, 
Femprisonnement), «un echo aux themes d'une ceuvre romantique batie sur Fecart entre 
les aspirations de Fame et la realite d'un monde «degrade» (Smart 33). Jean-Louis 
Major, dans la postface de la traduction de Sheila Fischman, s'etonne que ce roman ne 
puisse etre lu autrement que comme la fable moderne d'un desespoir romantique. Pour 
Anthony Soron {Hubert Aquin ou la Revoke impossible), le roman aquinien, «complexe» 
et «savant», merite certainement d'etre lu ou precisement relu pour ce qu'il dissimule, 
c'est-a-dire un discours plus humble et plus «romantique» (Soron 11). 
Lire Prochain Episode dans une perspective romantique, tel est le but de notre 
travail. II faut croire qu'Aquin se sentait des affinites profondes de gout et de caractere 
avec les Romantiques pour avoir, au temps de ses etudes a La Sorbonne, fait de Fetude 
d'Albert Beguin, L Ame romantique et le reve, Fun de ses livres de chevet. Mais point 
n'est besoin d'avoir appartenu au I9eme siecle pour etre romantique. II y a une eternite 
de Fame romantique : elle est dans la melancolie, Fangoisse existentielle, le reve d'ideal 
et d'absolu. Pour depeindre cet etat d'ame, Chateaubriand a cree une expression -
devenue un cliche litteraire - «le mal du siecle», qui se traduit par un refus du monde tel 
qu'il est. Cette sensibilite, souvent maladive, est associee a la celebration de la nature et 
a F idealisation du passe, le plus souvent historique avec une preference pour le Moyen-
Age. Par dela les experiences personnelles, le mal de vivre du poete romantique est celui 
de tout homme conscient de sa condition qui aspire a un absolu inaccessible et refuse de 
limiter ses desirs. Chaque ecrivain reflete cette «maladie morale», selon l'expression de 
Benjamin Constant, ecrivain qu'Aquin trouvait «attachant » et «passionnant» pour «la 
facon dont il avait de se regarder soi-meme» {Journal 95). Chez les romantiques, le 
degout de vivre, le «spleen», vocable qui revient souvent sous la plume d'Aquin, 
conduisent souvent au suicide. 
Le narrateur-acteur de Prochain Episode n'echappe pas a cette fatalite tragique. 
Devant la beaute grandiose des paysages aquatiques du Quebec ou ceux de la Suisse 
romande ou sa mission Fa conduit, il sent monter en lui d'irrepressibles envies de 
noyade. D'ou chez lui la presence obsessionnelle de la metaphore de Feau pour evoquer 
la noyade dans le «lit fluvial de l'ecriture» ou dans «l'etreinte venerienne» de K {P.E. 
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11). II reve d'un beau suicide depuis son plus jeune age. Mais finir sous les balles de 
Pennemi de la revolution ne serait pas non plus pour lui deplaire. Une mort hero'ique au 
service de la liberation du pays servirait d'exemple et de stimulation a tous ceux qui sont 
appeles a prendre son relais et a jouer un role dans le «prochain episode» de l'histoire 
nationale. «Hors de la trame historique dans laquelle ce livre s'insere tant bien que mal», 
le narrateur dit, en effet, n'avoir aucune chance d'etre «comprehensible» (P.E. 94). 
Les lectures d'Aquin montrent non seulement une preference avouee pour les 
ecrivains romantiques, mais aussi pour l'Histoire, avec un «H» majuscule (ancienne, 
medievale, religieuse, revolutionnaire, litteraire et philosophique). C'est a Paris ou se 
precise son engouement pour les civilisations passees, ainsi qu'il l'a confie a son Journal. 
De plus en plus j 'ai tendance a m'interesser a l'Histoire - a 
cet insondable tresor de faits, d'oeuvres, de vies qu'il ne 
m'est pas possible d'evaluer quand je suis en Amerique 
mais dont j 'ai ici tous les elements a portee de la main [...] 
C'est la meilleure assise que je puis souhaiter d'avoir au 
debut d'une carriere intellectuelle sur un continent sans 
passe culture! {Journal 22). 
L'Histoire lui aura appris, entre autres choses, qu'aussi loin que Ton remonte dans 
le temps, les peuples domines se sont toujours rebelles pour se liberer du joug qui les 
opprimait. Voila pourquoi Aquin a introduit dans Prochain Episode un historien des 
guerres romaines, repondant au nom de H. de Heutz, qui n'est autre qu'un des doubles du 
narrateur. Voila pourquoi aussi le cryptogramme a dechiffrer se trouve dans Y«Histoire 
de Jules Cesar, Guerres civiles du colonel Stoffel »(P.E. 131). 
C'est un historien romantique, Augustin Thierry, qui n'aimait guere l'Angleterre, 
qui a constate dans son Histoire de la conquete de I 'Angleterre par les Normands, que la 
plupart des nations de 1'Europe ont ete formees apres une conquete et que leur vie 
politique s'explique par une lutte permanente de deux races: celle des vainqueurs et des 
vaincus. La Revolution Francaise serait une revanche des Gaulois, representes par la 
bourgeoisie, sur les Francs {Encyclopedie de la Pleiade 1178). 
Dans l'antagonisme entre Celtes et Gallo-romains, Aquin semble avoir reconnu la 
rivalite hostile qui oppose Canadiens francais et anglophones, et dans Faction 
revolutionnaire du Front de Liberation du Quebec, une revanche des vaincus des Plaines 
d'Abraham et de Saint-Eustache. C'est dans le recit de la bataille d'Uxellodunum, dernier 
camp de resistance gaulois face aux envahisseurs, que se trouve la cle du cryptogramme 
que narrateur et lecteur doivent dechiffrer. L'Histoire est un eternel defi, un eternel 
recommencement, qu'elle soit politique ou litteraire : «Quelque chose me dit qu'un 
modele anterieur plonge mon inspiration dans une forme atavique et qu'une alluvion 
ancienne etreint le fleuve instantane qui m'echappe» {P.E. 90). Chez Aquin, ce fleuve a 
trois confluents : l'histoire, la race (son atavisme) et la litterature. Et, comme la plupart 
des confluents, ils finissent par se rejoindre. 
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On comprend mieux la volonte d'Aquin de situer 1'intrigue de Prochain Episode 
en Suisse, carrefour des civilisations et des influences multiples de l'Histoire: la Gaule 
marquee par la defaite d'Uxellodunum; la Belgique par Waterloo; la Suisse romane par la 
bataille qui opposa Cesar aux Helvetes, et Francois Bonnivard, Le Prisonnier de Chillon, 
au Due de Savoie. Ce n'est pas un hasard non plus si le narrateur de Prochain Episode a 
ete dote de quatre doubles francophones : un Francais, un Suisse, un Beige et un Africain 
(P « agent secret Wolof ») (P.E. 8), chacun etant marque comme le Canadien francais par 
deux cultures, deux Histoires, deux langues et plusieurs tentatives de revolutions. 
Nous montrerons que tant par sa forme, sa fhematique, ses personnages, ses 
paysages « lacustres » et ses metaphores liquides, Prochain Episode est le reflet d'une 
ame romantique et narcissique. Et ce reflet est lui-meme porteur d'une double image, 
culturelle et identitaire, francophone et anglophone, symbolise, d'un cote par 
Pinsaisissable Ferragus de L 'Histoire des Treize de Balzac, «cet homme condamne par la 
societe et pourtant capable, a lui seul, de tenir tete a Petreinte policiere et de conjurer 
toute capture par ses mimetismes, ses dedoublements et ses deplacements continuels » 
{P.E. 16); de Pautre, par les heros byroniens (Childe Harold et Manfred) dont le narrateur 
suit pas a pas les traces, allant jusqu'a passer la nuit dans la meme chambre d'un hotel 
genevois ou Byron serait descendu. Dans ce jeu de miroirs et de reflets, le protagoniste, 
parti a la recherche de son vrai visage, n'y decouvrira que le «symbole fragmente de la 
revolution du Quebec». Le miroir s'est brise en de multiples morceaux, chacun revelant 
un episode de l'Histoire du Quebec, chacun marque par ses heros, tous de nobles hors-la-
loi qui, fideles a leurs ideaux, lutterent au nom de la liberie, meme si cela devait les 
conduire a leur propre destruction. 
Notre propos consistera a retrouver dans ces bris de miroir eparpilles, parmi les 
jeux d'ombre et de lumiere, les «fragments» qui nous serviront a recomposer Fame 
«romantique» et complexe de Pun des artisans de cette Histoire: Hubert Aquin, lui-
meme. Pour ce faire, il nous faudra tisser la toile de fond historique et culturelle sur 
laquelle s'inscrit la «geste» heroi'que de ce chevalier des temps modernes qui s'etait jure 
de delivrer le Quebec de la domination anglophone et d'en assurer la defense. 
Malheureusement, un complot savamment ourdi par le «patron» avec la complicite de K, 
menacait des le depart le succes de cette perilleuse mission. Force lui sera de delaisser 
temporairement Pepee pour la plume. Du fond du cachot ou il a ete jete (comme jadis 
Francois Bonnivard) il lance sa «prochaine» offensive. Ce n'est plus Parme au poing, 
mais la plume a la main, qu'il refait «le geste inlassablement recommence d'un patriote 
qui attend, dans le vide temporel, Poccasion de reprendre les armes» {P.E. 93). 
Nous montrerons que le narrateur de Prochain Episode se presente comme un 
chevalier des temps modernes investi d'une double mission : la reconquete de son pays 
par «les armes» et la recherche d'un «Graal esthetique» {P.E. 92). II est a la fois le heros 
et le chantre de cette «geste» qu'il reve de voir s'inscrire «au calendrier national)). Le 
gout pour le Moyen Age avec ses epopees celtiques et ses preux chevaliers est une autre 
des caracteristiques des ecrivains romantiques aussi bien francais qu'anglais. Mais double 
sera la deception du combattant quebecois : sa croisade militaire se solde par un cuisant 
echec et son entreprise litteraire le laisse d'avance totalement desillusionne. Parti a la 
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recherche d'un style original, inedit, pour narrer son histoire, force lui sera de constater 
que «l'originalite a tout prix est un ideal de preux», aussi inaccessible que fut le Saint 
Graal pour les Chevaliers de la Table Ronde : «Jerusalem seconde, insiste-t-il, cette 
unicite surmultipliee, n'est rien d'autre qu'une obsession de croises. C'est la 
retransposition mythique du coup de fortune sur lequel s'est edifie le grand capitalisme» 
(P.E. 92). Faut-il comprendre que Quebec, la ville a reconquerir par les Patriotes du FLQ 
et Jerusalem, la cite reconquise par les Croises (selon la remarquable version de Torquato 
Tasso), ont fini par se confondre dans 1'esprit du narrateur? Celui-ci est convaincu que, 
tot ou tard, quelqu'un prendra la releve et luttera au mepris de sa propre vie pour que 
s'ecrive «le prochain episode» de l'Histoire du Quebec. Toute revolution, sitot eteinte, en 
allume une autre a l'eternel flambeau. 
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Chapter I 
Introduction 
In the afterword to Next Episode, the English translation of Hubert Aquin's 
Prochain Episode, Jean-Louis Major observes that "No interpretation excludes all others, 
but I have difficulty understanding how this novel could be read otherwise than as a 
modern fable of Romantic despair" (N. pag.). 
Other critics of Aquin's epoch seem to agree, to a certain degree, that Prochain 
Episode owes its originality not only to its unique style but also to its reconfiguration of 
romantic characters and themes. Andre Major sees in Prochain Episode a Quebec 
"premiere", "un roman historique romantique" which reveals the quest for "le Moi" and 
the author's political preoccupation (qtd. in Allard LXV). In 1965, when Prochain 
Episode first appeared, Gilles Marcotte praised Aquin's work as "l'une des oeuvres 
litteraires les plus singulieres" (qtd. in Allard LXVI). He greatly admired Aquin's style 
for not conceding to the "Nouveau Roman" trends. Instead, Aquin is said to have created 
"avec une puissante explosion, sa propre forme" (qtd. in Allard LXVI). For Jean-Ethier 
Blais, Prochain Episode is a revolutionary novel whose voice "commande aux mots et 
aux rythmes" and "il ne peut s'empecher de constater la naivete et le romantisme du 
narrateur" (Blais 233). More recently, Anthony Soron remarked in his study, Hubert 
Aquin ou la revoke impossible, that the Aquinian novel, "complexe" and "savant", merits 
to be reread in order to uncover its more humble and "romantique" discourses (Soron 11). 
In short, these critics agree to a certain extent that Prochain Episode owes its originality 
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to its unique form, its Romantic yet historically-based storytelling and to the hero's 
romantic angst. 
With this in mind, I will analyze Prochain Episode's Romanticism by examining 
its intertextual references to 19* century writers and their heroes as well as Romantic 
themes and motifs such as references to nature, aquatic imagery, chivalry and Medieval 
allusions and its intimations of a strong relation between the individual and history, in 
particular between national history and personal ambition. Therefore, the aim of this 
thesis is to trace the intertextual romantic references to selected authors, heroes, settings 
and imagery through Prochain Episode's narrator's imaginary voyage into the past—a 
voyage much like the ones Romantics were renowned to have embarked on. 
The theoretical approach I have chosen to apply is from Gerard Genette's 
Introduction a I'architexte. Genette viewed the concept of "la transcendance textuelle du 
texte" or more precisely "la transtextualite" (Genette 87) to be much more complex than 
just the study of literary influences. His premise is based on the already established 
theory of intertextuality established by Julia Kristeva which stipulates that novels are 
consciously and subconsciously written within genres and rarely a new invention. His 
definition of intertextuality is "la presence litterale d'un texte dans un autre" (Genette 
87). 
Genette's transtextual theory is defined within multiple classes: intertextuality, 
metatextuality, architextuality, paratextuality. Metatextuality is the specific or infered 
critical commentary of one text on another, "la relation transtextuelle qui unit un 
commentaire au texte qu'il commente: tous les critiques litteraires, depuis des siecles, 
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produisent du metatexte sans le savoir" (Genette 87). "L'architextualite est la theorie des 
genres et lews determinations fhematiques, modales et formelles" (Genette 88), a term 
which denotes the text as part of a genre. Paratextuality deals with "les relations 
d'imitation et de transformation dont le pastiche et la parodie" (Genette 87). He further 
proposes that a global connection exists between a text and its paratext; this includes the 
text, book cover, captions, prologue, epigraphs, acknowledgments, bibliography, pictures 
and diagrams. 
A literary work is a complex production in which diverse writings merge. Genette 
cites 18th century aesthetician Charles Batteux for whom human ingenuity is the 
imitation of nature: "1'imitation n'est pas reproduction, mais bien fiction: imiter, c'est 
faire semblant" (Genette 42). Hence, the artist is hard pressed to find an original genre. 
Even before undertaking the writing of Prochain Episode, Aquin is conscious that 
originality in literature does not exist: "C'est un leurre, les oeuvres sont des caiques" 
{Point de fuite 49) and views himself to be a mere "pseudo-createur qui ne fait que 
puiser, a meme un vieux repertoire, la gestuaire de ses personnages et leur systeme 
relationnel" {Point de fuite 49). Even the narrator in Prochain Episode perceives "son 
livre a venir comme predit d'avance (...) d'un coefficient infime d'individuation" {P.E. 
92). Even worse, he considers his book to be "une variante desordonnee d'autres livres 
ecrits par des ecrivains inconnus" {P.E. 90). He admits that he can only imitate anterior 
forms: "un modele anterieur plonge mon improvisation dans une forme atavique" {P.E. 
89); "Je n'invente pas... Tout m'antecede" {P.E. 90). 
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Aquin's narrator goes on to write, "Je n'ecris pas, je suis ecrit" (P.E. 89). Those 
who inspire and guide his writing are Romantic figures who set themselves apart through 
their political activism and contribution to literature. He depicts two great figures: Balzac 
and Byron, a Frenchman and an Englishman. 
Therefore, our purpose shall be to study intertextually the strong relationship that 
develops between the narrator of Prochain Episode and these Romantic writers whose 
revolutionary characters he wishes to emulate: Ferragus in L 'Histoire des Treize, as well 
as the Byronic heroes, Harold the Knight, a solitary outlaw with a noble side, who fights 
for freedom and remains true to himself even if it ultimately leads to self-destruction ; 
and Manfred, one of the most tragic characters of romantic literature. In each of them, 
the narrator sees a similitude of fate. In each one of them, he searches for a model which 
can liberate the constraints of his "vague a Fame." By using comparative analysis, we 
will see how these Romantic writers and characters have inspired the drafting of 
Prochain Episode. 
Aquin's diary {Journal 1948-1971) reveals that he read other works from Balzac, 
LEnvers de I'Histoire contemporaine, and Romantic authors such as Constant, 
Lamartine, Bakounine, Toussaint Louverture, Tchernycheveski and Mazzini. In 
November 1959 he records that he is reading the study entitled L'Ame romantique et le 
reve by Albert Beguin (1939), and L'Eau et les rives by Gaston Bachelard (1942), 
dealing with numerous Romantic poets. 
Prochain Episode has been the focus of many studies since its publication. 
However the novel's Romanticism has seldom been the focus of extensive analysis. 
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Prochain Episode has been analyzed through diverse literary theories but rarely through a 
Romantic intertextual approach, although its romantic influences has not escaped some 
critics. 
For Rene Lapierre, Prochain Episode "ne cherche qu'a dire l'evenement absolu 
mais indicible de l'ecriture," that is to say le "recit" or "les images du recit," a kind of 
"mosa'i'que" which the reader must reconstitute (Lapierre 31). Anthony Wall, in his work 
Hubert Aquin entre reference et metaphore, studies the metaphorical contradictions in 
the Aquinian text which he categorizes as "un discours ancre dans le reel, discours dans 
la metaphore, discours dans le politique et non pas sur la politique" (Wall 32). 
The following studies on Prochain Episode deal with some of the main ideas 
highlighted in this thesis. Robert Richard in Le corps logique de la fiction: Le Code 
romanesque chez Hubert Aquin, delves into the Aquinian psyche by analyzing the 
author's "ecriture automatique" and maintains that in order to decode its meaning we 
must examine the semiotics and psychoanalytic implications of the written text. Richard 
describes his analysis to be a baroque approach, whereas most would categorize it as a 
postmodern one. He is aware of this issue and specifies that he wishes to conform to 
Aquin's discourse by mimicking and borrowing from earlier influences as Aquin has 
clearly done in his works. Richard views postmodernism as a product of prior influences: 
"Evidemment, cette postmodernite n'est pas d'aujourd'hui, et Ton demontera aisement 
que ses aretes se dessinaient deja chez Nietzsche, chez Freud, voire certaines thematiques 
de Kant [...]" (Richard 9). Hence, his work is a study of influences and traces a series of 
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allusions, circuitous references, and a myriad of suggestive phrases to examine the hidden 
meaning behind Aquin's puzzling novel: "Le code sera expose maillon par maillon,[...]" 
(Richard 26). 
However, Richard's psychoanalytical approach might limit the reader's grasp of 
the social significance intended by Aquin: "[...] il s'agit de la fiction d'une lecture se 
poursuivant ou s'effectuant, non pas de gauche a droite sur la page comme en lecture 
normale, mais droit dans la page comme dans un trou/sexe de femme. Le lecteur serait 
done celui qui, lisant, par exemple Prochain Episode, lit droit dans le sexe de K" 
(Richard 54). Although an interesting psychoanalytical approach, Richard's focus does 
does not look at the intertextual and historical aspects which I examine. 
Francoise Maccabee-Iqbal's Hubert Aquin, romancier et Desafinado -
Otobiographie and Smart's Hubert Aquin, Agent double analyses differ from each other, 
albeit recapturing the main elements of the esthete's personal and revolutionary 
adventure beginning with the cryptogram and then revolving around the problematic of 
the double and the myth of Orpheus. However, my study focuses more on the 
obsessional water imagery and the historical/literary characters in a romantic perspective. 
Smart's study focuses on the use of "irony" and the "doppelganger" effect 
although "les heros romantiques litteraires et historiques cites par le narrateur" (Smart 32) 
have not escaped her. However, she believes that "les multiples significations suggerees 
par leurs noms semblent souvent echapper au narrateur" and constitute a simple 
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"commentaire ironique sur son propre romantisme et sa dualite" (Smart 32). Hence, 
conscious of his derisive revolutionary mission, the narrator distances himself from his 
own discourse and practices auto-derision to his own detriment. 
Concerning Maccabee-Iqbal's study Hubert Aquin, Romancier et Desafinado, the 
originality lies within the structure of the spiral account: "une ecriture bouclee" in the 
image of the enemy's ex-libris. She names six of these: the first is his symbolic dive into 
the lake; the second focuses on the subject of identity; the third sheds light on why he 
chose to write a story within a story; the forth presents K. and H. de Heutz; the fifth links 
L 'Histoire des Treize with the storyline; and the sixth connects Ferragus to the theme of 
the double and mimesis. Maccabee-Iqbal proposes to find a solution to the narrator's 
2
 The ex-libris described by Aquin "un dessin qui s'enroule sur lui meme dans une serie de boucles et de 
spirales", is undoubtedly the emblem of the RIN (Rassemblement pour l'independance nationale),a 
political mouvement established soon after the death of Duplessis which rejected Anglo-Saxon domination. 
This red and black drawing (colors of the revolution) depicts the head of a fighting ram, with its horns in 
the shape of a double spiral. It is plausible to make a link between the six buckles observed by Iqbal and 
the six "dimensions du separatisme" which form the first chapter of Pourquoi je suis separatiste de Marcel 
Chaput: " 1 - Histoire; 2- Politique; 3- Economique; 4- Culturelle; 5- Sociale; 6- Psychologique". 
II faut de toute necessite que le peuple canadien-francais se libere, non 
seulement de la domination politique, economique, culturelle et sociale, 
mais SURTOUT, de la psychose d'incapacity qui le ronge. Le temps 
est venu pour le Canada francais de couper le cordon ombilical qui 
l'etouffe, sans quoi, il sera condamne lui-meme a mourir d'infantilisme 
(Chaput 77-78). Les problemes du canadien-francais sont devenus des 
problemes psychologiques [...] c'est dans sa volonte qu'il est atteint. II 
pourrait etre meme libre et refuse de le croire. II pourrait etre lui-meme 
mais il cherche des raisons de fuite (Chaput 100-05). 
Aquin seems to say that the "cordon ombilical" (which he renames "noeud gordien" and "pieuvre 
emmelee") must be severed in order to achieve independence. 
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many problems by looking at fiction (murder mystery); writing (beginning of the 
adventure) and the autobiography (Aquin's diary). 
Les mots des autres. La poetique intertextuelle des oeuvres romanesques de 
Hubert Aquin by Andre Lamontagne relies on Blanchot and Lejeune's theory to analyze 
"la problematique de l'originalite et de l'impuissance litteraires" in Prochain Episode 
(Lamontagne 115). According to this scholar, Aquin would have manifested an 
inferiority complex in relation to Balzac, one of the giants of the Romantic era. 
This argument is equally shared by Maccabee-Iqbal: "Ce recit (Balzac's 
L'Histoire des Treize) est considere en tant que creation d'un grand romancier, avec 
lequel il est impossible de se mesurer dans l'ecriture du present roman". (P.E. 17) The 
problem of poetic influence is not a new development, for example, Harold Bloom in The 
Anxiety of Influence: A Theory of Poetry argues that new poems originate mainly from 
old poems and that the principal struggle for a young poet is against the old masterpieces 
that are part of the canon. 
Since Aquin cannot equal Balzac's creativity, he will simply get rid of the 
imposing figure by assuming the role of Ferragus. Indeed, Balzac's antihero personifies 
power and strength in comparison to Aquin's disheartened narrator. However, one must 
question whether the narrator's real problem lies with Balzac or George Simenon (the 
Belgian author of detective fiction who created the Paris police Inspector Maigret), after 
all the latter had dared to question Balzac's virility. Hence, the narrator's desire for 
revenge: "venger Balzac coute que coute en se drapant de la pelerine noire de son 
personnage" (P.E. 53). 
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[...] il est impossible de prouver que le narrateur eprouve 
lui aussi des problemes d'ordre sexuel et que l'impuissance 
de Balzac renvoie a la sienne. [...] L'impuissance de 
Balzac lui renvoie non seulement 1'image de son 
impuissance physique, de son incarceration, mais 
egalement de son impuissance a inventer une histoire qui 
ne soit pas autobiographique (Lamontagne 107). 
Consequently, through sublimation the narrator is able to compensate for his stifled 
existence, writing becomes a type of revolutionary engagement which evokes particular 
"figures litteraires ou historiques qui ont mene des luttes de liberation (Byron, Mazzini, 
Bonnivard, Bakounine, Tchernychevski, Birago Diop)" (P.E. 96). 
Neither Smart nor Lamontagne look at the preceding literary and historical figures 
since they do not constitute "des reenonciations d'un texte" (Lamontagne 106). These 
two critics choose to retain the conflict which ensued between Balzac and Simenon in 
order to portray "le double statut minoritaire du Quebecois, par rapport au Canada anglais 
et par rapport a la France" (Lamontagne 107) and "la double problematique identitaire: le 
moi Quebecois authentique [qui] ne peut s'affirmer sur le plan politique sans 
simultanement subir l'epreuve de differentiation d'avec les modeles culturels francais et 
europeens" (Smart 37). 
In another study, "Du modernisme au postmodernisme : le sort de l'intertexte 
francais dans le roman quebecois contemporain," Lamontagne re-examines what he first 
proposed in his earlier work, Les mots des autres, by exploring Prochain Episode's 
narrator's fascination for "les textes et le canon litteraire francais" (Lamontagne 7), and 
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consequently his impossibility "d'adherer pleinement a la vision post-moderniste" 
(Lamontagne 7). 
His demonstration is constructed upon two "modeles d'autorite" (Lamontagne 2): 
Balzac, whose narrative depicts the adventures of a hero belonging to a revolutionary 
organization, and Simenon who supposedly disclosed Balzac's impotence. These two 
giants of French literature create "des determinations sur la conduite du heros et sur le 
denouement de l'histoire" (Lamontagne 6) which ultimately impedes Prochain Episode 
reaching originality. 
Since Aquin's narrator is faced with the impossibility of writing an original 
mystery/suspense narrative in the way Balzac and Simenon were renowned for, he 
consequently refuses to invent and situates his novel within "l'histoire des peuples" 
(Lamontagne 5). This explains "les nombreuses references a des figures historiques et 
romantiques ayant connu le desespoir (Manfred - Byron - Bonnivard - Bakounine)" 
(Lamontagne 5) and why "Tecriture et l'univers de la culture deviennent le terrain d'une 
action, l'enjeu d'une fiction qui ne se derobe pas devant le reel" (Lamontagne 6). 
However, this scholar is not hard pressed to see them as romantic characters with 
their specific aesthetics. In Prochain Episode "les intertextes servent ultimement a une 
esthetique speculaire : ils reproduisent en miroir le contenu et les modalites discursives 
de l'ceuvre" (Lamontagne 7). In this way, the novel "se rapproche plus du 
fonctionnement reflexif du texte moderniste, que de 1'expansion semantiques propre a la 
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fiction post-moderniste" (Lamontagne 7). Nonetheless, Lamontagne finds it to be a 
paradox that the action should be set in Switzerland given that the novel deals with 
Quebec's double identity crisis (English Canada and France), and that the enemy should 
be a European rather than an English-Canadian (Lamontagne 4). Lamontagne centers his 
study on the reason why the narrator fails to achieve originality, while mine looks 
intertextually at the narrator's romanticism through his adventure, thoughts, estheticism, 
mal de vivre (history, nature, water). 
Marta Gokieli proposes to reveal in her study, "Entre l'utopie et la raison 
tragique. Les revolutionnaires europeens dans Prochain Episode d'Hubert Aquin", "les 
enjeux de l'intertexte europeen" (Gokieli 107). Her demonstration puts into light the 
Romantic and revolutionary figures whose political activism inspires Prochain Episode's 
narrator. This particular article deals with certain arguments I have covered in my own 
study of Prochain Episode, especially with regards to the 19th century characters which 
inspire Aquin's intrigue: "tous des insurges, des prisonniers ou des exiles", "des 
personnages romantiques et romanesques (comme Mazzini ou Byron et ses heros, 
Manfred et Bonnivard)", "des independantistes (comme Toussaint-Louverture) ou des 
socialistes-idealistes comme Tchernychevski et Bakounine" (Gokieli 108) whom Aquin 
views as symbolic emblems for French-Canadians to emulate. 
Gokieli distinguishes two types of revolutionaries: those who are victorious and 
those who symbolize "la defaite de la revolution avortee" (Gokieli 107). Among the 
victorious, she cites Ferragus from Balzac's UHistoire des Treize, "individu puissant, 
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redoutable, implacable, invincible" (Gokieli 108). However, although Ferragus 
epitomizes a revolutionary model, he belongs to a realm of Utopia, far away from reality. 
This would explain, according to Gokieli, the narrator's urge to kill "l'ombre 
metempsychee de Ferragus" {P.E. 83), that is to say, his double H. de Heutz. 
Gokieli sees Byron as another character whose revolutionary aspirations remain 
trapped in Utopia. Although he possesses all the right insurgent attributes, he dies even 
before seeing the battle for the liberation of Greece come to fruition. As for his literary 
characters: Manfred and Bonnivard are depicted by Gokieli as weaklings who grieve over 
their failures. Bonnivard is bound to a dungeon and Manfred commits suicide. Therefore, 
Byron and his doubles remain for the narrator "des figures paralysantes qui empechent la 
concretisation du combat revolutionnaire" (Gokieli 110). 
In fact, all revolutionary types appear in a context of failure, whether it is Mazzini 
"le fondateur de la Jeune Italie, partisan de la Republique" (Gokieli 110); the Russian 
anarchist Bakounine, condemned to death for having plotted a revolt and consequently 
deported to Siberia from where he escaped to only finish in a Suisse jail; or the socialist 
Technernyschevski, also deported to Siberia for his political involvement. They appear to 
be positive role models only through their ideas on revolution and because "ils ont 
cherche des issues possibles a une situation d'impasse" (Gokieli 111). Of all these 
characters, it is Bakounine who remains "le maitre a penser du narrateur," since "il 
incarne un ideal revolutionnaire pousse a l'extreme, celui qui fait appel a la lutte 
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clandestine, a l'espionnage et a la guerilla, stratageme dont reve l'aquinien" (Gokieli 
112). 
Gokieli bases her demonstration on Aquin's essay, "L'art de la defaite," where he 
chastises the passivity of the conquered and the Patriot's bloody defeat at St. Eustache. 
In order to reach victory he advocates ruthless tactics, even if they are un-Romantic in 
nature, such as stratagem and terrorism, although ironically he knows that he has failed as 
chief of the revolution, but holds on to the hope that through his writing there will be a 
next episode: "II semble que par cet intertexte europeen, litteraire et historique, Aquin 
voulait universaliser la question de la souverainete du Quebec, la montrer comme chance 
et comme utopie, communiquer a ses lecteurs d'epoque les chemins de la liberte" 
(Gokieli 113). Gokieli dwells mostly on the anarchists who motivate the narrator's quest 
for Quebec's independence, and leaves aside the metaphorical and romantic aspects of 
the novel. 
Jacques Pelletier in his article, "Le Romantisme tragique du jeune Hubert Aquin," 
analyzes "Les Redempteurs," a story which was first turned down by Gallimard and Jose 
Corti, and published seven years later in Les Ecrits du Canada Frangais. Pelletier states 
that this novel is considered by Bernard Beugnot as "le foyer generateur de l'ceuvre a 
venir" (Pelletier 4). Indeed, we find all the familiar Aquinian themes: "le sens de la vie et 
de la mort," the symbolic approach of "l'amour et du temps," "l'aventure collective d'une 
humanite souffrante" and the search for "Facte absolu" (Pelletier 1) which is generally 
suicide. In "Les Redempteurs," the community of Edom is the victim of auto-destruction 
under the influence of a religious fanatic, named Sheba, a type of "ange exterminateur" 
(Pelletier 2) who is avid for blood, power and destruction. Such is the punishment for the 
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committed sins. However, the collective suicide does not transpire, the community is 
called upon to pursue its somber destiny until the end of time, or more exactly until the 
next episode. 
Pelletier sees the story as "une transposition directe, a peine masquee, de la 
societe canadienne-francaise sous Duplessis" (Pelletier 2). The town of Edom, 
symbolizes "le Quebec d'avant la Revolution tranquille... Sheba la toute puissance du 
chef d'Etat et de son parti" (Pelletier 2) and the couple, Heman et Elisha, who resist 
Sheba's foly, "les combattants, souvent timores, de l'ordre etabli" (Pelletier 2). 
Seven years later, Aquin takes up the issue of suicide in L Invention de la mort, a 
narrative imbedded with Catholic symbolism, in which suicide is "une porte de sortie 
logique et en quelque sorte naturelle (...) de mettre un terme a une existence eprouvee 
comme un calvaire, une crucifixion permanente" (Pelletier 3). We see Aquin's hero 
dealing with failure in his professional and sentimental life by seeking death. It is the 
only way to find "la paix, la purete des origines (retrouvee dans Teau primordiale') qu'il 
a vainement poursuivie dans les bras des femmes aimees" (Pelletier 3). Thus, love is 
described by L Invention de la mort's protagonist as drowning slowly, "un glissage 
eperdu dans le firmament liquide" (Pelletier 4). This representation could have very well 
been uttered by Prochain Episode's narrator, whose vocabulary is very similar. 
Pelletier most likely entitled his article "Le Romantisme tragique du jeune Hubert 
Aquin" in reference to the Romantic water metaphors, as well as the hero's obsession for 
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suicide - much like the young Romantics inspired by Werther's suicide, as described in 
Goethe's novel. However, the subject of Romanticism remains implicit; it is up to the 
reader to read between the lines since Pelletier does not develop it in his demonstration 
nor in his conclusion. He simply alludes to Aquin's reference of "la culture judeo-
chretienne, telle que vecue par une couche importante de la societe canadienne-francaise, 
sur le mode romantique" (Pelletier 4). Aquin's fixation with regards to suicide, 
according to Pelletier, is a means to reconcile himself between an idealized vision of the 
world and a negative one, where God and love do not exist. The Aquinian universe is 
reduced to "une impasse" and a Sartrian "huit-clos" (Pelletier 4). Pelletier concludes his 
argument with the notion of existentialism and nothingness: "Aquin reprend done a sa 
facon un theme central de l'univers sartrien tel qu'il l'a rencontre a l'epoque de ses 
etudes" (Pelletier 5). 
Maxime Prevost, in his article, "La presence de Lord Byron dans Prochain 
Episode" which was published in 2004, analyses the determining influences of Romantic 
characters and writers who inspired Prochain Episode's narrator, principally: Byron and 
Balzac. However, Prevost essentially focused his analysis on Byron, "l'ideal du narrateur 
comme representation mentale de la perfection revolutionnaire et sentimentale" (Prevost 
2). It is "le point focal de toutes les allusions litteraires et historiques du roman," and the 
catalyzer of "la quete d'une identite nationale, romantique et revolutionnaire dont Byron 
est la mesure" (Prevost 2). 
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For Prevost, Balzac remains a mere "digression" (Prevost 3), which enables him 
to compare Byron's positive influence on the narrator's national quest with Balzac's 
negative influence which hinders him from finding an original form of writing his 
adventure. This would explain why the narrator rejects a traditional way of writing novels 
(Balzac's) and opts for "un poeme en prose" (Prevost 4), which is closer to Byron's 
poetry. The preference for an English model instead of a French one is what Prevost 
refers to as "Panglophilie" of Aquin the "anglophobe" (Prevost 2). According to Prevost, 
Aquin's writing "contient le principe de son contraire" and, paradoxically, "n'est jamais 
plus intense que lorsqu'elle (ecriture) se mire dans la culture anglo-saxonne" (Prevost 2). 
Aquin is attracted by the British poet's anti-conformism, seduced by his aesthetic verses 
and captivated by the irony of it all. According to Prevost, "le fait que, dans Prochain 
Episode, les mechants ("establisment" canadien) soient si admirables confirme le dessein 
globalement derisoire et humoristique du roman" (Prevost 7). It is within this paradox 
that Hubert Aquin's auto-derision lies. 
"L'analyse textuelle" (Prevost 3) of this scholar is based on two axis: Byron seen 
as a "symbole du romantisme et de la revoke" and the object of "la derision des ideaux 
romantiques revolutionnaires" (Prevost 3): "Byron, comme Aquin ou tout revolutionnaire 
de salon, est condamne a l'impuissance, c'est-a-dire a l'inaction et a la speculation 
poetique, ou, sinon, a l'humiliation qui vient fatalement de Taction, toujours plus belle et 
pure lorsque virtuelle" (Prevost 7). 
The narrator's impotence is expressed through his wish to drown himself and his 
obsessive use of aquatic metaphors. Prevost attributes importance to the Romantic theme 
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of water which I also examine extensively in my own analysis. Byrons's melancholy is 
seen through the symbolic means of water. Lac Leman becomes the setting for the long 
reverie which is plagued by multiple drownings: "En faisant de l'eau le principal reseau 
metaphorique du roman, il (Aquin) nous plonge dans cet ocean esthetique ou les 
romantiques nageaient deja a contre-courant; ne disait-il pas que vivre et ecrire, cela 
revenait pour lui a s'agripper au radeau de la Meduse?" (Prevost 4). Following the 
example of the Romantics, the narrator sees drowning not just as a literary contrivance, 
but as a glorious death. In Aquin's case, deep waters and multiple drownings in Lac 
Leman represent his own imaginary tragic pilgrimage. Prevost considers the narrator's 
obsession for the aquatic element to be an homage to Byron's friend Shelley, who died by 
drowning. 
*#* 
An important detail seems to have been overlooked by critics of the novel: 
Pierre's role in Prochain Episode (P.E. 39, 170). K. qualifies him as the "patron" who 
supervises revolutionary activities by keeping a close eye on the enemy (H. de Heutz and 
his doubles). Who is this "Pierre" who gives orders to K. and the narrator? Could he be 
Pierre Bourgault, the head of the Rassemblement pour l'independance nationale who was 
elected in 1964? One must take into account that Hubert Aquin was the vice-president of 
the same party in 1963 and that Bourgault had feared that the extremism of certain group 
members would hinder the R.I.N, cause. We know that Aquin had been under suspicion 
after having taken part in subversive activities. He was closely watched by the police and 
consequently arrested on the 14th of July in 1964, charged for possession of an illegal 
weapon and theft of a vehicle. He was thus transferred to the Albert-Prevost psychiatric 
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prison where he spent four months....the period of time in which he wrote Prochain 
Episodel Such is the cultural and historical background inscribed in the narrator's quest. 
*** 
Aquin's use of Romantic imagery, themes and historic characters are at the root of 
his political and lyrical message, for each allusion is linked to another and guides his 
inspiration: The emphasis on nature, its power and beauty is illustrated in the 
magnificence of the Swiss Alps Lac Leman backdrop where he seeks refuge. The 
narrator's sensitive nature is exalted through the heightened sense of self, the "I," (le 
Moi). He feels condemned by destiny and pushed by unknown and mysterious forces. 
His attitude is dominated by melancholy, dispair, self-pity and auto-derision. "Le spleen," 
"l'ennui" and "le mal du siecle" (Romantic expressions) describe his depressive mania 
and suicidal state. He is driven to suicide due to his botched political and social dreams 
and his failed romance with K., The Lady of Lac Leman. 
The intertextual analysis of these diverse Romantic elements sheds new light on 
the complex hero's personality: A true romantic, who sees himself as "the fragmented 
symbol of Quebec's revolution, its fractured reflection and its suicidal incarnation" 
(Aquin N.E. 25). His fractured reflection reveals an iconoclast, "un briseur d'images," 
who lives between two cultures: the Francophone and the Anglophone; and different 
realms: the New World and the old, the heroic world of his dreams and the sad reality. 
29 
To justify my approach and hypothesis, I propose a definition of Romanticism 
and its principal characteristics. The intertextual analysis of these elements in Prochain 
Episode will permit us to highlight the rich cultural significance of the novel. A literary 
work can never be completely original, as Genette's theory implies, it is influenced by 
anterior creations, by present and past cultures, by historical models which influence the 
author's creation. 
Romanticism: Toward a Working Definition 
Literary historians and critics have been quarreling over the meaning of 
Romanticism for decades, as Alfred de Musset in Lettres de Dupuis et Cotonet below 
makes abundantly clear. In his first letter (1836) to the director of La Revue des Deux-
Mondes, Musset satirizes the flamboyant Romantic school's idiosyncrasies and 
contradicting definitions: 
Qu'est-ce done alors que le romantisme? Est-ce l'emploi 
des mots crus ? Est-ce la haine des periphrases ? Est-ce 
l'usage de la musique au theatre a l'entree d'un personnage 
principal ? Mais on a toujours agi ainsi dans les 
melodrames, et nos pieces nouvelles ne sont pas autre 
chose. Pourquoi changer les termes ?....Est-ce l'abus des 
noms historiques ? ...Est-ce la manie du suicide et 
l'heroisme a la Byron ?...Est-ce quelque chose enfin, ou 
n'est-ce rien qu'un mot sonore et l'orgueil avide qui se bat 
lesflancs? (Musset 262) 
Ironically, even within its own epoch, few Romantics would have agreed on a 
general meaning. 19l century literature was eclectic and not easily defined and to this 
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day the same question persists: What is Romanticism? The general belief is that it is self-
evident. However, a difference of opinion will manifest as soon as one starts to attempt a 
definion. Romanticism evokes associations with diverse authors, poets, thinkers, themes 
and ideas. Thus, for the sake of clarifying matters, I shall look at a global definition of 
Romanticism and later outline the type of Romanticism revisited in Prochain Episode. 
Romanticism is a literary movement which emerged at the end of the 18l century 
in England and Germany before spreading to other European countries. The term 
Romanticism (romantisme, romantic, romanticismo) only appears in the 19l century and 
designates an attitude if not a literary doctrine. Romanticism inspired both a religious 
revival and a new fascination with the Middle Ages which led to Gothic revival and the 
artistic movement associated with Eugene Delacroix, Jacques-Louis David, Goya, 
William Blake, William Hogarth and Thomas Gainsborough. Equally popular in 
Romantic literature was the inclusion of references to the Druids and to King Arthur and 
the Knights of the Round Table, not to mention the Holy Grail (Van Tieghem 3383-
3392). 
It is important to remember that the word "Romantic", stems from the French 
"romant" (former spelling for "roman"), which incidentally also existed as part of the 
English language since 1650 and was applied to the then en vogue knighthood novels 
(Le Robert Dictionnaire historique de la langue franqaise 1827). 
In Germany, "romantisch" is described by Madame de Stael as "la poesie dont les 
chants des troubadours ont ete l'origine, celle qui est nee de la chevalerie et du 
christianisme" {De VAllemagne, II, 11). The interest in the Middle Ages, in particular 
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Celtic legends of valiant Knights who vow devotion to their Lady Loves is a 
characteristic of Romanticism in 19th-century literary circles. 
Walter Scott was the first in England to resuscitate medieval literature with his 
historical novel Waveley and Rob Roy (1818), Ivanhoe (1820) and Quentin Durward 
(1823). In France, the French Romantics also historically reconstituted the medieval era. 
Alfred de Vigny, influenced by Scott, wrote Cinq Mars (1826); Merimee, Chronique du 
regne de Charles iZ(1829); Stendhal an article entitled "Walter Scott et la Princesse de 
Cleves" (1830). Victor Hugo wrote his epic novel Notre-Dame de Paris (1831) whose 
action unfolds during the reign of Louis XI, also Les Chevaliers errants, La Legende des 
siecles and Le Mariage de Roland (1832). Thus, the English and French Romantics share 
the same fascination for medieval times. 
French Romantic historians contributed to resuscitating the Middle Ages: 
Augustin Thierry (1705-1856) employed Medieval chronicles to bring life to his Recits 
des Temps merovingiens, and Jules Michelet (1798-1874) consecrated his first volumes 
of Histoire de France to the Middle Ages. Michelet's conception of history revives epic 
poetry as a way to resurrect the past. On the other hand, Augustin Thierry contends in 
his Histoire de la conquete de I'Angleterre par les Normands (1825) that many European 
nations have been constituted after a conquest. He estimates that the backwash of their 
political life can be explained through a permanent struggle between two races: that of 
the conquerors and that of the vanquished. He compares the 1789 Revolution 
(bourgeoisie against the nobility) to the Gaulois revenge against the Francs (Darcos 260-
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310). After the Revolution and a troubled Empire, the people sought to build a New 
France and looked to the past as a source of inspiration. Prochain Episode delivers the 
same message when the narrator alludes to the battle between the English and the French 
on the Plaines d'Abraham. 
An Age of Revolution 
The Romantic era, marked by the French Revolution (1789), is seen as a radical 
period of change in political and social traditions: "Les Romantiques ont connu le gout de 
la liberie sous toutes ses formes. Pour ce qui est de la liberie politique, ce gout subit un 
mouvement de flux et reflux chez les premiers Romantiques, avec l'avenement, puis les 
exces, de la Revolution francaise" (Van Tieghem 3382). Thus, the Romantic era is 
regarded as a period of transformation. Writers and poets revolutionize literary tradition 
by exploiting all genres and modes of expression: lyrical and epic poetry, the medieval 
past with its Gothic cathedrals, the Primitive Ages, the historical novel as well as the 
autobiographical. In the dramatic works, the Classical rules of unity are dropped in order 
to liberate language and manifest a multi-dimentional universe. Each writer expresses his 
own personal vision and personality (Lemaitre 678). 
The Role of History and Medieval Epic Tales in Romantic Litterature 
It is commonly agreed that 19th century France was an exceptional period for the 
writing of history. After the chaos caused by the Revolution, a New France had to be 
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reconstructed, thus history and the study of the past became important Romantic 
preoccupations. Augustin Thierry, Jules Michelet, and Francois Guizot, Adolphe Thiers, 
among others saw history as an art form as well as a science. The following quote by 
Castex and Surrer in their study on 19l century literature demonstrates this point: 
Le mouvement romantique encourage les oeuvres qui 
parlent a l'imagination et repand le gout d'une resurrection 
pittoresque du passe. Grace a l'impulsion donnee par 
Chateaubriand et par l'Ecossais Walter Scott, le roman, le 
drame, la poesie meme, accordent une grande place aux 
evocations historiques. La curiosite du public est eveillee 
a l'egard de l'histoire nationale, surtout du Moyen Age et 
de la Renaissance. La recherche proprement dite beneficie 
de cette ferveur (Castex & Surrer 192). 
Historian Jules Michelet influenced 19th-century historical writing through his 
dramatic approach: "Michelet a une conception de l'histoire qui le rattache a la poesie 
epique. L'histoire, nous dit-il, doit etre une 'une resurrection du passe'. Ce n'est pas une 
creation, une oeuvre d'imagination pure: l'historien doit etudier les documents pour se 
faire une vue du passe" (Calvet 739). History was not only a point of interest for the 
French, the poet Novalis remarked that the chief aspect of German Romanticism was the 
revival of medievalism in art, letters, and life: "Le Moyen Age est l'ultime prolongement 
historique de l'Age d'Or. L'Art medieval connait une extraordinaire faveur, depasse de 
loin l'interet qu'il (Novalis) suscitait chez les Strumer und Dranger" (Van Tieghem 
3391). Thus, one of Romanticism's essential characteristics became the resurgence of the 
sacred and fantastic culture of the Middle Ages. 
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Romantic Hellenism (Antiquity) 
The connection between the Romantic movement and the past is noted through 
the importance given by the German authors, Goethe and Schlegel, to ancient Greek 
literature, mythology, art, and culture: "Les Romantiques considerent Goethe comme leur 
maitre; une veritable grecomanie, qui ne le cede en rien a l'amour des Classiques pour 
l'Antiquite grecque, se manifeste tout au long des feuillets de VAthenaeum (1798 
Friedrich Schlegel); au debut du romantisme, en outre, c'est un meme idealisme 
universaliste qui anime Classiques et Romantiques" (Van Tieghem 3388). 
Greek mythology underwent a revival during the 19l century, not only amongst 
the Germans but as well for the English and French. Coleridge, Wordsworth, Lord Byron, 
Mary and Percy Shelley, John Keats and Lamartine turned to Hellenistic times of yore for 
inspiration. However, Lord Byron essentially epitomizes English Romantic Hellenism. 
His fascination for Greece arose during his first voyage there and consequently inspired 
him to write a plethora of impressive Greek themed literature which became testimonials 
to Romantic Hellenism: The Maid of Athens (1810), Byron's first two cantos of Childe 
Harold's Pilgrimage (1812), in which the hero pays tribute to Grecian ruins. The Curse of 
Minerva (1815), The Bride ofAbydos (1813), The Giaour (1813) and The Isles of Greece 
in Don Juan, Canto III (1821). However, after an extended creative period, Byron came 
to feel that action was more important than poetry. Correspondance to his close friend 
Edward Trelawny, in 1823, shows his new found sense of duty towards Greece: 
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You must have heard that I am going to Greece. Why do 
you not come to me? I want your aid, and am exceedingly 
anxious to see you. Pray come, for I am at last determined 
to go to Greece; it is the only place I was ever contented in. 
I am serious, and did not write before, as I might have 
given you a journey for nothing; they all say I can be of use 
in Greece. I do not know how, nor do they; but at all events 
let us go (Byron qtd in Trelawny 111). 
Byron sets off on his fated voyage aboard his self-financed ship, "The Hercules," 
en route to Greece to help the Greek forces battle against the Turkish invaders. Before 
ever seeing battle, Byron contracted a fever from which he died in Missolonghi on the 
19* of April 1824. Dying for the sake of a foreign country brought him glory. He was 
declared a Greek national hero and his heart was buried in Missolonghi while his body 
was sent back to England, his native land, where he was refused burial in Westminster 
Abbey. Ironically, his native land had not forgiven his infamous past. Lord Byron closely 
resembles the characters portrayed in his Hellenistic inspired literature as the following 
passage of Don Juan indicates: 
When a man hath no freedom to fight for at home, 
Let him combat for that of his neighbors; 
Let him think of the glories of Greece and Rome, 
And get knock'd on the head for his labours. 
(Byron qtd in Trelawny 163) 
Imagination and the Aesthetism of Nature 
The Romantic preoccupation with originality and inspiration legitimized the 
individual's imagination as a critical authority which promoted a liberation from classical 
notions of form in art. During the 19l century, imagination was acclaimed to be the 
greatest mental phenomena, "L'imagination regne en maitresse" (Van Tieghem 3390). 
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This differed distinctly with the Classical view that deemed reason as supreme. The 
Romantics were inclined to see imagination as a crucial creative power; it was for them, a 
dynamic force that allowed the artist to create original works. Romantics were drawn to 
the candor of individual imagination and inspiration; they rebelled against the 
impersonal, artificial and structured rules of rationality. Furthermore, imagination is 
inextricably connected with other major Romantic themes, such as dreams and the 
unconscious: "Les romantiques n'hesitent pas a situer sur le meme plan toutes les 
manifestations de l'esprit, conscientes et inconscientes: imagination et raison, reve et 
realite » (Van Tieghem 3389). Imagination was also coupled with a reverence for nature. 
Romantics conceived nature to be like art, constructed intuitively: "La nature est la 
manifestation inconsciente de l'esprit; la matiere est l'esprit qui sommeille..." (Van 
Tieghem 3389). The concern with nature, physical surroundings and delight in untouched 
scenery is interpreted in such a work as "Le Lac" in Alphonse de Lamartine's 
Meditations poetiques. The work is commonly cited as a formative influence on French 
poetry and on the nature tradition represented in Romantic literature. Along with his 
attraction for rural life the hero suffers from "le vague des passions," a type of existential 
anxiety. He is disappointed by the world and is condemned to search for the absolute in 
eternity: 
"O temps! Suspends ton vol, et vous, heures propices ! 
Suspendez votre cours: 
Laissez-nous savourer les rapides delices 
Des plus beaux de nos jours!" (Lamartine 88). 
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Time seems to trickle away like the running waters of the lake in Lamartine's 
acclaimed poem, which became a precedent with regards to the Romantic glorification of 
nature and idealization of the past. Nature became the artist's muse, a source of 
inspiration and spiritual encounter; moreover, it was approached instinctively rather than 
methodically. The meditation of nature was regarded to be a divine act, which connected 
the individual to the universe. This spiritual self-introspection also brought forth a new 
interest: the study of human behavior. Romantics explored the human psyche and paid 
particular attention to its dark side, the unconscious, its irrationality and absurdity in 
conjunction with the eerie, effects of guilt, malevolence, isolation, and terror. 
Romantic Language and Angst: le mal de Fame 
The surge of autobiographical writing in various styles that began to appear by 
1800: "La premiere decennie du 19e siecle sera principalement marquee par la vogue du 
roman d'inspiration autobiographique" (Pilote 22), gave way to introspection and self-
analysis. Furthermore, the importance given to emotion and individualism brought with 
it the possibility of new issues, such as the study of human behaviour which permitted "le 
Moi" to be analyzed. The transcription of the psychological, personal and tragic drama 
expressed in Nerval's eloquent passion for Aurelia, along with the vocabulary used to 
describe his personal angst, is an example of the epoch's autobiographical style of "le 
vague des passions" et "le moi souffrant". After spiraling into a mental crisis and being 
interned in an asylum, "Gerard de Nerval retrace toute l'histoire de sa vie interieure 
depuis sa rupture avec Jenny Colon et plus particulierement, decrit ses reves delirants. 
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Des visions etranges et precises se melent aux evenements dont le tragique heros a 
entrepris la description fidele" (Castex 136). This despair, called "le mal du siecle", is 
characterized by a sense of disillusionment, extreme melancholy, a tone and mood which 
became prevalent in Romantic works and often in the artist's own personal life. 
Romanticism in Prochain Episode 
These Romantic characteristics are the most pertinent ones with regards to 
Prochain Episode. It proves that Romanticism cannot be seen as an ephemeral tradition 
lost with time and easily ruptured in the linear continuum of literary history, but as an 
ongoing epistemology. 
Prochain Episode's narrator sees himself as an anonymous knight invested with a 
military and artistic mission: the freedom of Quebec and the pursuit of a "Graal 
esthetique" (P.E. 92). He aspired to write an original work that would bring him fame: 
"Je reve de faire original dans un genre qui comporte un grand nombre de regies" (P.E. 
7). During the writing process, which he refers to as "l'encre sur l'imaginaire" (P.E. 89), 
he will embark on an imaginary voyage in search of "l'originalite absolue" (P.E. 91). 
This endeavour will lead him to retrace history and visit the sites once haunted by 
German, French and English Romantics. He even goes back in time to the Roman Punic 
Wars. 
During his quest, the narrator must decipher a cryptogram (P.E. 21). Another tie 
with the Romantics for whom life "se presente comme une enigme a dechiffrer, signe de 
la presence d'un langage universel qui s'adresse a l'ame" (Bourbonnais 181). In order to 
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solve the enigma, one needs a code which can be found in "le recit de la bataille 
d'Uxellodunum par Stoffel" (P.E. 218). Aquin even provides us with the reference: 
"Histoire de Jules Cesar, Guerres civiles, Casimir Delavigne, editeur, Paris 1976" {P.E. 
127). Uxellodunum (in Latin "Dunum" = fortress and "uxell" = citadel) is the site where 
the Gaulois lost the war to the Romans; hence, this battleground symbolizes the decline 
of the Gaulois civilization. For Aquin, the Uxellodonum fortress reminds him of the 
Quebec Citadelle where the French Canadians lost against the English invaders: "Mon 
pays me fait mal. Son echec prolonge m'a jete a terre" {P.E. 95). Therefore, we 
understand why history comes to play an important role in solving the Prochain Episode 
enigma. History repeats itself from ancient days to modern times. It is a succession of 
battles, victories and defeats. The Byronic hero, Childe Harold, in front of the Waterloo 
battlefield, reflects on the rise and fall of the Napoleonic Empire. It is in this way that 
history becomes an important factor for the Romantics such as Byron. The English poet 
even goes as far as celebrating the historian George Gibbon, the author of The Decline 
and Fall of the Roman Empire, in his Childe Harold epilogue. 
The self which Byron dramatized, a projection identical with his own personality, 
seems especially dear to Aquin. Byron paid with his life during his participation in the 
Greek War against the Turks. His friend Shelley was renowned as the apostle of free 
thought. Both lived intensely and are remembered particularly for their premature and 
dramatic deaths. Shelley drowned at the age of 30, while Byron died at 36. This 
contributed to giving rise to the image of a heroic character who is brilliant but cursed by 
destiny. 
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Byron personifies the true Romantic spirit: the outcast wanderer on some 
desperate quest, heroic but damned, behaving in a bizarre, disorderly and immoral 
fashion. Prochain Episode's narrator also lives in an unruly manner. His revolutionary 
activities and tulmutuous affairs of the heart do not permit him to lead a peaceful and 
orderly life. 
In order to vindicate the Plains of Abraham defeat, the Prochain Episode narrator 
proposes to wage a war: "Nous n'aurons d'histoire qu'a partir du moment incertain ou 
commencera la guerre revolutionnaire"CP.-E'. 94). His chivalric exploits will take place, 
as in the Gothic tales ("Romantisme noir"), in a strange and solitary castle. It is there that 
the climactic action unfolds in the savage splendor of Coppet Castle where the narrator 
must kill an elusive opponent who is none other than himself. Moreover, his rendez-vous 
with K. takes place in a Gothic ambiance, in a hotel room haunted by the ghost of Byron. 
It is there that the English poet "a chante Bonnivard qui s'etait jadis abime dans une 
cellule du Chateau de Chillon" (RE. 32). 
Aquin's readings demonstrate that history was one of his great passions (ancient, 
medieval, religious, revolutionary, literary, philosophical...): 
De plus en plus j 'ai tendance a m'interesser a l'Histoire, a 
cet insondable tresor de faits, d'oeuvres, de vies qu'il ne 
m'est pas possible d'evaluer quand je suis en Amerique 
mais dont j 'ai ici [Paris] tous les elements a portee de la 
main [...]. Cest la meilleure assise que je puisse souhaiter 
d'avoir au debut d'une carriere intellectuelle sur un 
continent sans passe culturel (Journal 122). 
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We comprehend why the author chose to set his story in Switzerland, a country 
deemed to be the crossroads of civilizations and history: Gaul marked by its defeat at 
Uxellodunum; Belgium by Waterloo; Roman Switzerland by the battle of the Helvetians 
against Cesar and, in the 16th century, Francois de Bonnivard by the Duke of Savoy. In 
addition, Aquin's character possesses three Francophone nationalities (French, Swiss and 
Belgian) with double heritages much like the French-Canadians who are marked by two 
cultures, two languages and many revolutionary attempts in pursuit of an ever-elusive 
independence. 
Much like the Romantic historian, Augustin Thierry, who sees the French 
Revolution as Gaulois revenge, Aquin's narrator considers the revolutionary activity of 
the FLQ as revenge for the Plaines d'Abraham and Saint-Eustache. He even goes as far 
as linking the Quebecois to the vanquished Gaulois at Uxellodonum. History is much 
like an eternal challenge or rebirth whether it is political or literary: "Quelque chose me 
dit qu'un modele anterieur plonge mon inspiration dans une forme atavique et qu'une 
alluvion ancienne etreint le fleuve instantane qui m'echappe" (P.E. 90). For Aquin, this 
river has two confluents: history and literature, and as most confluents, they join in the 
end "au calendrier national" (P.E.94). History and literature become a means to explore 
and observe mankind in his trials, misery, wars, revolutions and aspirations. 
The narrator is convinced that the failed revolution will continue to haunt 
Quebec's collective memory and, sooner or later, someone will pursue its "Next 
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Episode.'" History has shown time and time again that nations under domination rebelled 
against their oppressor. To prove his point the narrator does not hesitate to go back to his 
Latin roots: Uxellodunum, the last Gallic camp of resistance pitted against the Roman 
invaders (P.E. 165). It is therefore not surprising that Aquin portrays his protagonist as a 
Punic Wars specialist who frequents "la Societe d'Histoire de la Suisse Romande" (P.E. 
49-50) where he gives conferences on the wars led by Cesar against the Helvets. 
Another similarity with the Romantics is the narrator's reverence for history as a 
method to identify his roots: "En moi, deprime explosif, toute une nation s'aplatit 
historiquement et raconte son enfance perdue" (P.E. 25). History leads him to explore 
nationhood and the Quebec question: "Je n'ai plus de pays, on m'a oublie" (...) j 'ai perdu 
contact avec ta chair souveraine, toi mon seul pays!" (P.E. 155). Prochain Episode 
becomes an ode to his ancestors who fell in the name of their country: "Devant le juge, 
je devrai repondre de la nuit et de 1'obscuration suicidaire de tout un peuple; repondre de 
mes freres qui se sont donne la mort apres la defaite de Saint-Eustache" (P.E. 79). 
Hence, the warrior is forced to bear arms against the enemy. He encourages his fellow 
patriots to insurrect instead of accepting their fate apathetically. In this way Prochain 
Episode becomes a revolutionary manifesto. 
The heated revolution along with his amorous passion for K. is extinguished in 
the lacustrian waters of Switzerland: "C'est autour de ce lac invisible que je situe mon 
intrigue et dans l'eau meme du Rhone agrandi que je plonge inlassablement a la 
recherche de mon cadavre" (P.E. 10). The theme of water can be linked to the Romantic 
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movement. There is an inescapable connection to the waters of a lake that is simply not 
true of other elements, like fire or air where Romantic themes are concerned: "Les lacs 
sont considered comme des palais souterrains, de diamant, de bijoux, de cristal, d'ou 
surgissent fees, sorcieres, nymphes et sirenes, mais qui attirent aussi les humains dans la 
mort. lis prennent alors la signification redoutable du paradis illusoire. lis symbolisent 
les creations de l'imagination exaltee "(Chevalier 556). Aquin chooses aquatic 
imagery to depict his descent into the abyss: "L'ennoiement brumaire me vide 
cruellement de mon elan revolutionnaire." (P.E. 69). 
The narrator's failed attempts at revolution result in a crisis which symbolically 
takes form in numerous "noyades" (P.E. 22). He expresses his despair through water 
metaphors. This idea is reinforced by Gaston Bachelard's theory which states that: 
"L'etre voue a l'eau, est un etre en vertige. II meurt chaque minute, sans cesse quelque 
chose de sa substance s'ecroule La peine de l'eau est infinie" (L'Eau et les reves 9). 
We therefore follow the narrator in his "alternance maniaque de noyades et remontees" 
(P.E. 94). We descend with him "dans la fosse a souvenirs" in search of his road 
companions who lead him on a false trail ("un noeud de fausses pistes") causing 
ultimately his exile "hors de [s]on pays gache" (P.E. 24). 
*** 
Through the act of writing and his imaginary voyage, the narrator attempts to link 
past and present history, while clinically analyzing his personal situation and his mental 
troubles as Gerard de Nerval had done in Aurelia. The two works were written under 
similar conditions, as both Aquin and Nerval were interned after having manifested 
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suicidal tendencies. Nerval, a member of the Parisian "boheme romantique" (Castex and 
Surer 132) and author of La Boheme galante and El Desdichado, falls into depresion and 
psychosis when Aurelia spurns his love. Both Amelia and El Desdichado retrace the 
phases of his pathetic love adventure. The narrator in Prochain Episode goes through a 
similar ordeal when K (Kebec) betrays him. He even goes on to identify himself with the 
disinherited Desdichado. Confined within the four walls of his cell he cries out in 
dispair: "N'importe quoi pourvu que cet investissement desordonne me soit un rampart 
contre la tristesse et les vagues criminelles qui viennent me briser avec fracas, en 
scandant le nom de la femme que j'aime" (P.E. 10). Along the way, he tries to determine 
the reasons behind his present failure and Quebec's inability to become a self-actualized 
nation: "Apres deux siecles de melancolie et trente-quatre ans d'impuissance, je me 
depersonnalise" (P.E. 69). 
In this instance, writing becomes his salvation and awakens the subconscious. 
Through the creation of his novel, he is able to reconstitute his "Moi": a procedure which 
permits him to combine the dialectic of the present/past into a global vision. He relies on 
an analogical law which presents a similarity between past and present historical epoch. 
The truth can be found in the fusion between his past: an FLQ revolutionary, betrayed 
and humiliated, to what he has become: "un prisonnier ranconne a dix mille guinees pour 
une cure de desintoxication" (P.E. 93), and an artist who undertakes the writing of a 
"roman d'espionage, sorte de barrage contre les eaux de la folie qui le menacent" (P.E. 
96). His current project will create a distraction from his mental collapse and from "le 
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vague a Tame [qui] s'infiltre en [lui] par toutes les valves de la lecture et de l'ennui" (P.E 
96). 
In order to describe the "vague a l'ame" which stifles him little by little (inner 
turmoil which Chateaubriand coined "le vague des passions") he does not hesitate to use 
a vocabulary dear to the Romantic poets: "le spleen." The word originates from the 
English language and means to be low in spirits. First signaled by Diderot ("splene" or 
"spline" in 1760) and then by Romantics (Chateaubriand, Lamartine) and post-romantic 
poets (Baudelaire): "Beaudelaire decrit de facon saisissante l'emprise victorieuse d'un 
mal fait de desespoir, d'angoisses, de cauchemars symboliques, qu'il baptise spleen" (Le 
grand atlas de la litterature franqaise 248). "Le spleen m'inonde. J'ai mal [...] Et la vie 
recluse marque d'un coefficient de desespoir les mots qu'imprime ma memoire cassee", 
laments the Prochain Episode narrator (P.E. 68). Looking back at Quebec's national 
history he feels overwhelmed with depression: "aneanti par le spleen" (P.E. 71). 
Nonetheless, his anxiety and disgust for life is not directly related to Quebec's present 
condition or his chaotic personal life, since his dark humor appears to be an intrinsic part 
of his personality. He is like Goethe's hero Werther (The Sorrows of Young Werther) 
when he confesses having had suicidal tendencies from "l'age de quinze ans" (P.E. 25). 
However, this act of desperation is now justified since he is "un prisonnier mis au secret, 
transfere sournoisement dans un institut, presque oublie, seul" (P.E 164): "Comment ne 
pas benir le suicide plutot que cette usure atroce ?" (P.E 11). Everywhere he has 
dreamed of committing suicide, "dans l'eau boreale de l'estuaire du Saint-Laurent," 
"dans les mots appris a l'ecole," "dans sa jugulaire insaisie et jaillissante de sang!" (P.E. 
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25), in his love for K, and now in the pages of his novel which reflect his own image 
"ophelisee." 
Aquin shares with the Romantics the same vocabulary to express his angst and his 
morbid fascination with suicide. His protagonist is incapable "d'exalter le bonheur" 
(P.E. 69). Everywhere he goes, he feels discontented: "l'ennui me guette" (P.E. 9), "le 
spleen m'inonde" (P.E. 68), "l'ennui: moi!" (P.E. 16). Suicide becomes the only 
recourse, "un suicide qui n'en finit plus" (P.E. 26). His goal: "me suicider partout et sans 
relache" (P.E. 25). He confesses to have "mille fois souhaite mourir" (P.E. 31). Aquin's 
journal reveals that in 1950 he had read La signification du suicide by Camille Schuwer 
(Journal 224). Aquin's hero is plagued by the same mental illness: "Je suis emprisonne 
dans ma folie" (P.E. 27). Madness is a reoccuring theme in Romantic literature: "Au 
bout de l'experience romantique se trouve la folie" (Gengembre 119). 
Maurice Boucher in his study of Romanticism gives an excellent portrait of the 
Romantic writer which could equally apply to Hubert Aquin: 
II croit que l'absolu est a portee de main et peut se cueillir 
par un geste unique que lui suggere Eve et le serpent, c'est-
a-dire l'orgueil et 1'amour [...] Vivant ou voulant vivre 
dans le regne de 1'intense, le romantique est surtout frappe 
par 1'instability et les vicissitudes contraires de nos 
destinees. II se sent voyageur, c'est-a-dire toujours exile. 
II se verra chasseur sur une piste tortueuse et sans fin, 
menetrier ambulant, pelerin. II vit dans le passe ou dans 
l'avenir, regrette ou espere, cherche toujours. (Boucher 
122) 
Such is the case for the narrator in Prochain Episode. He dreams of revolting, but 
he is trapped: "pris, coince dans une cabine hermetique et vitree" (P.E. 14) where anxiety 
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and folly lurks. He dreams to be reunited with the woman he loves (Eve and the serpent) 
but she plays with his emotions and renders him impotent. He is in search of 
"l'originalite absolue" (P.E. 91), an original form to tell his adventure, but since he 
cannot find one, he resolves to write "un roman d'espionnage"-- a simple diversion from 
his life of incarceration! 
The Romantic writer is a disillusioned being. "II y a une eternite de Fame 
romantique: elle est dans la sensibilite, 1'inquietude, la melancolie, le desespoir, 
l'angoisse existentielle, le reve d'ideal absolu" (Benac 300-301). Chateaubriand created 
the expression: "le mal du siecle," which infers a refusal to accept the world as it is. This 
morbid sensibility is associated with a celebration of nature and obsession for the past. 
Through personal experiences, "le mal de vivre" is felt by all men conscious of their 
condition, as they aspire to never limit their own desires. Every writer reflects this 
"maladie morale," according to Benjamin Constant whose style Aquin found "si 
attachant, si passionnant." He even recognizes himself in "la facon dont Constant a de se 
regarder soi-meme" (Journal 95), particularly in Constant's autobiographical novel, 
Cecile, which he read with utter delight: "avec le plus grand ravissement" (Journal 95). 
We begin to comprehend why Aquin's readings and cultural references deal with 
Romantic writers whose works often reflect their own image and persona as in a mirror. 
During the act of writing, a connection develops between the unnamed narrator and all 
his Romantic doubles, as they too have paid dearly for their revolutionary ideas. He 
does not solely cite them, but regards them to be sources of inspiration and political and 
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esthetic models. The narrator, conscious that the 1789 revolution changed French 
society's physiognomy, wishes that Quebec could also undergo a similar metamorphosis. 
But alas the brave knight is disarmed as soon as he prepares himself for combat. As 
default, he serves his country through the means of his pen instead of the sword. His goal 
is to serve as a witness to Quebec's historical "echec" (P.E. 164). 
Prochain Episode is not a "confession," but a result of the author's surfacing 
consciousness. The narrator explains the genesis of his work and the evolution of his 
personality, while juxtaposing it with Quebec's history, as Chateaubriand had done in his 
Memoires, herein becoming a symbol of his epoch's mood and state: "le symbole fracture 
du Quebec." As one initiates a chapter of history, his predecessor will contribute to "The 
Next Episode." He is convinced of that: "Tout finira dans la splendeur secrete de ton 
ventre peuple d'alpes muqueuses et de neiges eternelles. Oui, voila le denouement de 
l'histoire, puisque tout a une fin" (P.E. 174). 
Aquin chooses to end his story with a final grand vision of his country awaiting 
its fate. As far as he is concerned his role in the matter has been completed. The voice 
which emanates from the depths of the abyss is Orpheus's. Alas, Orpheus will never 
resurface from his "fosse liquide" nor see the first rays of the rising sun. Aquin could 
have concluded his novel by using Chateaubriand's quote: "On dirait que l'ancien monde 
finit, et que le nouveau commence. Je vois les reflets d'une aurore dont je ne verrai pas 
se lever le soleil. II ne me reste qu'a m'asseoir au bord de ma fosse..." (Memoires 
d'outre-tombe, Quatrieme partie, Livre XLIV, chap.9). Hence, his function as a writer is 
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his salvation. Through its means he is able to overcome the conflicts fought by mankind 
and to prophesize the future. 
The key to understanding Aquin's enigmatic message lies within his national 
heritage: he is the hybrid product of two cultures and two languages. Hence, his choice 
to identify himself with two great Romantic figures of each country: Balzac and Byron 
who represent his "double problematique identitaire" (Lamontagne 165). On one hand, 
he imagines himself to be Balzac whom he pictures "assis a sa place et revant d'ecrire 
L 'Histoire des Treize" (P.E. 53). On the other, he follows Byron in his pilgrimage, from 
l'Hotel d'Angleterre and Villa Diodati to the Castle of Chillon. 
We find that past and present merge with Aquin's own personal experience, the 
future is in this way malleable until the Next Episode. Aquin's writing is more than a 
simple evasion, it is a method to comprehend humanity at an individual and collective 
level. 
*** 
The chapter which follows, entitled "Style, Tone and Form", will analyze in 
Aquin's words: "la fabrication du roman" (Journal 269). The narrator searches an 
original way of telling his adventure which led him behind bars, much like his 
predecessors and models, the Romantic revolutionaries who set themselves apart through 
their political action and their literary achievements. 
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Failing to uncover an original style, "un ideal de preux" (P.E. 92), the narrator 
actualizes a genre revisited by the Romantics at the beginning of the 19th century: the 
epic tale. As early as December 1960, Aquin knew that he would write "une epopee": 
"Je n'ai pas le choix, c'est mon genre" (Journal 184-85). The modern day Lancelot's 
Lady of the Lake (Leman), his muse and love, will inspire him through "la thematique 
fluante qui continue le fil de 1'intrigue" {P.E. 221), and the use of aquatic metaphors - a 
renown characteristic of Romantic literature. 
Chapter III, "The Narrator and his Romantic Doubles" deals with the mission to 
which he is entrusted: to kill the enemy who threatens the revolution. The knight does 
not travel alone in his mission. As road companions, he chooses Balzac and Byron, 
because he sees them as exemplary models. He admits that it is not solitude that feeds his 
passion for revolution: "Ce n'est pas la solitude qui nourri notre passion, mais de sentir 
un fleuve de freres marcher tout pres de nous et se preparer maladroitement au combat" 
(P.E. 144). The intertextual analysis will focus on the links between the narrator and 
those Romantic literary giants, as well as their protagonists (Ferragus, Godefroid, 
Manfred, Chevalier Harold) who inspire him but also demoralize and shatter all hopes of 
accomplishing his goals: to free an oppressed nation and to write an "original" (P.E. 7) 
story. 
The action of the novel, or more precisely the chase is situated in Chapter IV. It is 
the quest. The knight leaves for combat, not by horseback but in a race car. He does not 
cross the Broceliande forests but those of Switzerland; he is not armed with a spear but a 
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"Mauser" gun; he does not storm a fortified castle but the most Romantic one: Chateau 
Coppet, where Mme de Stael and Benjamin Constant took refuge after the Revolution.. 
Unfortunately, his quest is doomed from the beginning; the combat against the enemy 
will not take place. He misses his rendez-vous with K since she suddenly disappears. He 
is then arrested by the police on his return to Quebec. He understands later that the 
elusive K deceived him. She played him, much like the beautiful and cunning sorceress 
Armide, who tricked the valorous hero Godefroid de Bouillon in Torquato Tasso's epic, 
Jerusalem delivree. 
Quebec, however, shall not be liberated. It's time has not yet come, but its fight 
shall eventually lead the country's history to a next episode. History proves him wrong, 
he initially thought that "le Graal esthetique fausse toute expedition", and that all 
endeavors to recreate a "Jerusalem seconde" were just an "obsession de croises" (P.E. 
92). However, the narrator succeeds in writing an impressive epic poem which fuses 
heroism and eroticism with Romantic disenchantment. Meanwhile, the knight's quest is 
not in vain, his voyage (the act of writing) is one of self-discovery, and will ultimately 
bring him fame as a novelist. 
This confirms that it is possible to give a new twist to the epic genre and create 
an original work. Tasso's Jeusalem delivree (1581) continued to supply the imaginary 
for many Romantic writers, artists and musicians. On a more modest scale, Prochain 
Episode remains a pivotal work in Quebec's literary history and has not ceased to be the 
object of countless studies since its first publication. Yet, my thesis proves that it is still 
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possible to read it in a different way; mine is a new intertextual interpretation of a novel 
which chose a lyrical form to combine biographical, historical and literary elements. 
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CHAPTER II 
Style, Tone and Form 
"L'histoire de la fabrication d'un roman" 
Aquin, who had attempted to write a thesis on textual phenomenology, conceived 
the novel to be like "une aventure intellectuelle absolument passionnante, une sorte de 
defi" {Journal 143). His challenge will consist of writing an epic story based on his own 
life. 
Prochain Episode exaltes the medieval epic tradition revived by Romantics, as 
Aidan Day points out in his study on Romanticism: 
Epic is a term used to describe Medieval and Renaissance 
tales—in verse of various forms—concerning knights and 
their chivalric exploits. And the word "romantic," when it 
first appeared, described what was perceived as the fictions 
of old tales, with their enchanted castles, magicians, ogres 
and their representation of inflated feelings and impossible 
passions. (Day 79) 
Aquin had longed to write a modern heroic adventure, "une epopee au second degre, 
interieure, originelle": "J'ecrirai une epopee. Je n'ai pas le choix", c'est mon genre!" 
{Journal 184-85). More than his own genre, it is his own epic tale, his own prowesses, 
his warrior and revolutionary inclinations that he undertakes to stage! Hence, we 
comprehend his fascination for Romantic writers who revived the medieval epic 
adventure. Aquin is particularly attracted to "the wandering outlaw" Childe Harold 
{Canto III, XXXII), whose pilgrimage he retraces and emulates. He is equally fascinated 
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by Julien Gracq's emblematic medieval legends: Au Chateau d'Argol, Un beau 
Tenebreux, and Le Roi pecheur (a theatrical transposition of the Holy Grail): "Je suis 
sous le charme de cet auteur si finement curieux de mystere, si sensible a tout ce qui est 
etrange. Son inspiration remonte a ces legendes qui hantent les pays de forets [...]" 
{Journal 105). To his friend, Lucien Pepin, he writes: "Julien Gracq, etrange auteur qui 
envoute et qui pousse au bord du mystere: avec lui je cotoie Pindicible et j 'ai la bouche 
remplie par l'inavouable. J'aime ce monde de tenebres ou il me fait entrer [...]" {Journal 
353). Aquin admits that Gracq follows the course of history and never invents what he 
writes {P.E. 91), an example he will follow. 
Now that he has chosen his genre ("l'epopee"), he must solve the "probleme de 
l'originalite absolue" {P.E. 91), but he feels paralyzed in front of the numerous "variables 
qui peuvent entrer dans la composition d'une oeuvre originale" {P.E. 91). His goal is to 
"bousculer le langage," "briser ses articulations," and finally "le faire eclater sous la 
pression intolerable de sa force": 
Desecrire s'il le faut, crier, hurler, plutot que des phrases, 
utiliser les structures mobiles comme des haut-parleurs de 
ma fureur et de ma cruaute. Ecrire comme on assassine : 
sans pitie, sans regression emotive, avec une precision et 
dans un style intraitables. Que l'ecriture retentisse cet acte 
fondamental premier : tuer. Creer la beaute homicide. 
{Journal 269) 
Was Aquin faithful to his initial intentions? Prochain Episode is supposed to be 
a "roman qui raconte l'histoire de la fabrication d'un roman," "qui invente a chaque 
instant sa propre trajectoire," and "finit par emerger en force dans le livre, puis par 
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prendre toute la place du livre, puis par se substituer au livre lui-meme: ce qui presente -
mais cela etait imprevu - une victoire assez joyeuse de la fiction sur 1'autobiographic et le 
journal intime" {Journal 269). However, as Jean-Ethier Blais remarked, "Prochain 
Episode est le roman le plus proche de 1'autobiographic" (Blais 1). The portrayal of one's 
own life in a literary creation is another Romantic trait: "Le roman romantique renvoie au 
roman personnel, l'autobiographie, les memoires" (Gengembre 116). 
The first chapter of Prochain Episode claims to analyze the sources and intentions 
of the novel by describing the genesis. However, in reality, the preamble addressed to the 
reader does not shed light on the process undertaken. Aquin purposely deters the reader 
by leading him on a false trail. This crafty ruse is the same one employed by Julien Gracq 
in his Chateau d'Argol "Avis au lecteur," which Aquin seems to have imitated. 
In Search of an "Aesthetic Grail" (from The Middle Ages to Romanticism) 
For the narrator who is confined between the walls of his cell, writing has become 
an escape, "un rampart contre la tristesse et les vagues criminelles qui viennent me briser 
avec fracas, en scandant le nom de la femme que j'aime" (P.E. 10). He vows for K, 
whom he has not seen since his arrest, a quasi-mystical adoration. In order to be worthy 
of her love, he is ready to deploy extraordinary prowesses in a perpetual effort to outdo 
himself. He is a lover in the tradition of courtly love. He presents himself as a valiant 
knight invested with a double mission: he must fight for the independence of "Kebec" 
(incarnated by K, sovereign mother country) and transpose his exploits as a lover and 
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warrior into an original literary work. He has set out on a quest in search of "le Graal 
esthetique" {P.E. 92), but he quickly realizes that "l'orginalite a tout prix est un ideal de 
preux", as inaccessible as the Holy Grail was for the Knights of the Round Table: 
"Jerusalem seconde, cette unicite surmultipliee, n'est rien d'autre qu'une obsession de 
croises" {P.E. 92). 
Perhaps Aquin alludes to Jerusalem delivree (1581) when he refers to "Jerusalem 
seconde." This brilliant work by the Renaissance Italian poet, Torquato Tasso, depicts the 
overthrow of the Holy City led by intrepid knights: Godefroid, Tancrede and Renaud. 
Tasso, in 1593, revised the first edition and republished it under a new title: Jerusalem 
reconquise. Aquin's expression "unicite surmultipliee" related to Jerusalem seems to 
refer to Tasso's flamboyant epic and chivalric story that has been since reinterpreted by 
many artists: French musician Jean-Baptiste Lully's masterpiece Armide, 1686; Michael 
Hayden, Austrian composer {Renaud, 1711); German instrumentalist Christoph von 
Gluck {Armide, 1777); George Byron, English writer {The Lament of Tasso, 1807); 
Eugene Delacroix's painting of Tasso dans TAsile de Fous; Jean Cocteau, French poet, 
author and sketcher {Renaud et Armide, 1943); Johann Wolfgang von Goethe, German 
erudite {Torquato Tasso 1807). Hence, the story of Tasso's doomed love for Leonora 
d'Este has been evoked in works by many Romantic artists such as, Delacroix, Byron, 
Goethe and others making Tasso a romantic hero. However, was Tasso himself not an 
imitator who created an original literary work by keeping with the epic tradition? 
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Perhaps Aquin wished to create a novel as equally prestigious as Tasso's work: 
"Ecrivons un roman, chatouillons quelque peu la celebrite de ce cote. Ce sera un debut 
dans la vie publique" (Journal 171). During this epoque, Aquin thought of specializing 
himself "en politique mondiale" (Journal 171) and, effectively so, went on to dedicate 
the next ten years of his life to this very cause. However, his political life comes to a 
halting stop after his arrest. Paradoxically, his failure and very public humiliation will 
serve as a springboard to his literary career; without it, Prochain Episode would never 
have been composed. Therefore, his misfortune indirectly brings him newfound fame. 
As his role in politics ended his brilliant literary career commenced. 
Aquin aspires to use historic, epic and lyrical elements. He searches for a truly 
original style in which dreams and nostalgic memories become the focal point of his own 
epic tale: Quebec delivrel As he embarks on such an ambitious project he aims at no 
less than "l'originalite absolue" (P.E. 91). Nevertheless, he is forced to acknowledge that 
the upcoming novel is marked "selon la cotation Dewey, d'un coefficient infime 
d'individuation" (P.E. 92) and will never be more than "une variante desordonnee 
d'autres livres ecrits par des ecrivains inconnus" (P.E. 90): 
Pris dans un lit de glaise, je suis le cours et ne l'invente 
jamais [...]. Le pseudo-romancier ne fait que puiser, a 
raeme un repertoire, la gestuaire de ses personnages et leur 
systeme relationnel [...]. Nul devergondage scripturaire ne 
peut plus me masquer le desespoir incisif que je ressens 
devant le nombre de variables qui peuvent entrer dans la 
composition d'une oeuvre originale (Point de Fuite 49). 
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Even after the publication and success of Prochain Episode, Aquin is convinced 
that the writer is condemned to walk along a beaten path: 
L'originalite d'un ecrit est directement proportionnelle a 
1'ignorance de ses lecteurs. II n'y a pas d'originalite ; les 
osuvres sont des decalques [...] tirs de contretypes obliteres 
qui proviennent d'autres 'originaux' decalques de 
decalques qui sont des copies conformes d' anciens faux 
qu'il n'est pas besoin d'avoir connus pour comprendre 
qu'ils n'etaient pas des archetypes, mais seulement des 
variantes. Une variante cruelle regit la production serielle 
des variantes qu'on a accoutume de nommer des oeuvres 
originales. L'histoire decalque, elle aussi. L'originalite 
n'existe pas, c'est un leurre. {Point de Fuite 49) 
Aquin wonders how he will captivate the imagination of the 20th-century reader, 
with such a banal, or "multipliable," even "surmultipliable," scenario: an unnamed 
character that masquerades through his multiple doubles in order to kill the enemy. 
Since Aquin is aware that his generation no longer subscribes to heroic cavalcades, he 
designs the manhunt similarly to the ones seen in action movies, aboard a hurtling vehicle 
that crosses the Bern forests at alarming speed. From that point on, Aquin's project 
consists of reenacting a spy/detective thriller model in corcordance with a mythical 
schema as old as the world: the battle of good against evil. The character of Prochain 
Episode is in a way the modern double of the White Knight, a type of Lancelot du Lac (in 
this case Lake Leman!) fighting against his double, the Black Knight. The stake in the 
battle is his Lady's love, his sovereign, the blond K, who incarnates the conquered 
motherland. 
Aquin encountered stylistic difficulties in producing a genre [the spy/detective 
thriller] which entails a great deal of written and unwritten rules. The P.E. narrator is 
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faced with the same challenge. As for Aquin, he writes in his Journal that he fears that 
his writing is too autobiographical. In the summer of 1964 he poses the question "une 
action plutot qu'un personnage," "une chasse a l'homme, une mission, une duperie ou 
une histoire d'amour ?" {Journal 267). After much hesitation, he will opt for a 
revolutionary mission. However, the delivery of an undecipherable cryptogram 
complicates the adventure. 
According to Aquin, all stories should have an enigma, a secret that destabilizes 
the protagonist in order to heighten the reader's curiosity: "L'enigme doit echapper a la 
volonte des personnages : elle exprime le destin, les forces exterieures, la conspiration du 
Sphinx! L'enigme est Taction; les personnages en sont victimes" {Journal 213). He is 
himself fascinated by thriller intrigues, particularity those by Simenon, Conan Doyle, 
Boileau-Narcejac and Balzac. Novels such as L'Histoire des Treize, which keep the 
reader in suspense until the very end, are his favorite. He comments that L 'Envers de 
I 'Histoire contemporaine by Balzac only divulges the whole truth in a climatic way: "le 
mystere est rendu necessaire par la grandeur terrifiante de ce qu'il faut taire a la fin" 
{Journal 268-69). Aquin also aims to keep his reader in suspense until the summit of the 
action. 
Aquin's diary reveals his reflections on aesthetic rules such as the theme of the 
double and the importance he accords to love and the enigma. Many Romantic writers, 
especially in Germany, were fascinated with the concept of the double, perhaps because 
of the general Romantic concern with self-identity. Heinrich Heine's pioneering poem 
60 
Der Doppelganger 1851 is an example of this. In England, the theme of the double only 
became popular in the latter part of the 18l -century. This en vogue premise sought to 
explain irrationality through an uncanny double of the consciousness, much like the 
doppelganger of Romantic fiction. 
Aquin himself describes the aesthetic elements of the double as a type of enigma: 
L'enigme est un sphinx. Sans son action, jamais de 
rencontre, done pas de fatalite engendree. (...) L'enigme 
vient de la double identite d'un personnage : Romeo chez 
Montagu, CEdipe fils de Polybe. La double identite est un 
lieu commun de tout roman policier, tous les acteurs ont 
deux identites ! A ce point de vue, le genre policier 
manifeste la profusion aberrante de l'enigme par rapport 
aux personnages ; il est une sorte d'aberration du mythe. 
La structure de base est analogue, mais la mediation est 
surevaluee : le devoilement qui signifie celui de la fatalite 
s'accomplit en une multitude de temps. L'operation 
enigme se trouve magnifiee au point d'amenuiser la 
signification du mythe. (Journal 213) 
In Prochain Episode, the doubles multiply and split into other dual personalities, 
so much so that this leads to confusion. Actually, the man whom the narrator must kill, 
who possesses a triple identity, is none other but the narrator himself: a secret agent, 
victim and assassin. "Reflet desordonne" and "incarnation suicidaire" of the revolution, 
he gives himself the mission to commit suicide everywhere with a Colt 38 (P.E. 25). In 
fact, how could the reader suspect that he is actually chasing his own shadow? 
Finally, since Aquin cannot find a new twist to the thriller genre, he resigns to 
abide to its esthetic rules: "se pelotonner mollement dans le creuset de ce genre litteraire 
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bien defini" (P.E. 7-8). Three centuries before, the author of Jerusalem delivree had also 
tried without success to change and revamp the rules that typically applied to the epic 
genre. Analogically, we can also view Tasso's tortured existence, a man cursed with 
bouts of alienation and mania, in comparison to Aquin's instability, identity crisis and 
fear of persecution. Both poets were blighted and incapacitated by what Romantics 
refered to as the "spleen" (P.E. 68, 71) and both were suicidal: "Les themes principaux de 
Prochain Episode - l'art, la revolution, l'amour, le suicide, l'emprisonnement - font ainsi 
echo aux themes d'une oeuvre romantique [...]" (Smart 33). 
The Romantics revived medieval literature and were consequently attracted to 
Tasso's tragic and mythically symbolic fate. He came to represent the misunderstood 
genius destroyed by the constraints of a suffocating society. In Jerusalem Delivree, a 
legend that combines heroism with eroticism and links Christianity to disillusionment, the 
Romantics perceived the invention of a new language (Didier 1281). They followed his 
model which they tried to imitate in works that, according to Madame de Stael, the 
initiator of Romanticism, should "parler au coeur et aux sentiments tout en faisant 
renaitre notre passe (chevalerie, merveilleux du Moyen age" (Histoire de la litterature 
frangaise 280). 
3
 Romanticism became an issue with the publication of Germaine de Stael's De L 'Allemagne (1810). From 
the literary, no less than from the political point of view, the chief interest of the time belongs to 
Chateaubriand and Madame de Stael, whose writings did much to inaugurate Romanticism as a new 
movement. Stael's description of medieval Germany introduced France to a new genre of literature and 
philosophy. "L'initiatrice du romantisme Mme de Stael a fraye quelques-unes des grandes voies ou 
s'engagera la literature romantique" (Castex 22). 
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Aquin is well aware that outside "la trame historique dans laquelle son livre 
s'insere tant bien que mal," he has no chance to be understood, nor be "comprehensible" 
(P.E. 94). The irony is more than he can bear, since he reminds us that he comes from 
"un peuple sans histoire" (P.E. 94): "Quelle derision, quelle pitie! C'est vrai que nous 
n'avons pas d'histoire. Nous n'aurons d'histoire qu'a partir du moment incertain ou 
commencera la guerre revolutionnaire" (P.E.94). This quote is an obvious allusion to 
Lord Durham's report who saw the problem of Lower Canada as a war between races, 
and offended the French-Canadians by referring to them as a people without a history and 
culture (Grant 195). 
The Prochain Episode narrator finds inspiration amongst his "grands freres dans 
le desespoir et 1' attentat," the romantic revolutionnaries Tchernychevski, Bakounine, 
Mazzini, Toussaint Louverture who "l'obligent a se souvenir d'eux" (P.E. 96-97). In 
each of them, he sees similar fates, models in which he can liberate himself by linking his 
own adventure to authentic national events. This also permits him to express his 
sensitive and individualistic temperament. He is well aware that not all revolutions 
succeed, he has for his part seen "une dizaine de revolutions tourner a l'echec," starting 
with "la revolution de Geneve de 1781, celle des Provinces-Unies des Pays-Bas en 1787, 
celle des Pays-Bas Autrichiens et de Liege..." (P.E. 96). His own attempt to revolt ended 
so dreadfully that he fears the worst: "mourir pendu aux barreaux d'une cellule du 
penitencier" (P.E. 78). He suspects that he will finish his days behind the bars of a cell 
like Bakounine in "la prison commune de Berne, couvert de dettes et oublie" (P.E. 73), or 
like the Haitian Toussaint Louverture who, after militating for the abolition of slavery 
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and defending his country against the European, was imprisoned by Bonaparte for 
attempting to proclaim a Black republic. Aquin's reference to the great Haitian hero was 
most likely inspired by Lamartine's ode to Tousaint Louverture, a five-act drama in 
verse. In Act I, the first scene exposes the injustices which members of the black race 
face through a "Marseillaise noire", which can be seen as an ode to Toussaint Louverture 
who fought for independence. 
La Liberie partout est belle 
Conquise par des droits vainqueurs, 
Mais le sang qui coule pour elle 
Tache les sillons et les coeurs. 
Refrain 
Offrons.. .nos bras libres de fers 
(Lamartine CEuvres poetiques completes, "Tousaint 
Louverture" 1264-65) 
Lamartine is also the author of a poem entitled, Les Revolutions, written during 
the Lyon insurrection in December, 1831 where he served as a lieutenant-colonel in the 
National Guard. He therefore would know from experience that as soon as a revolution 
extinguishes a new one ignites on the horizon. 
Regardez done, race insensee, 
Les pas des generations ! 
Toute la route n'est tracee 
Que des debris des nations : 
Trones, autels, temples, portiques, 
Peuples, royaumes, republiques 
Sont la poussiere du chemin ; 
Et l'histoire, echo de la tombe, 
N'est que le bruit de ce qui tombe 
Sur la route du genre humain. 
64 
(Lamartine CEuvres poetiques completes, "Les revolutions" 
513) 
The chaos unleashed by revolution does not scare the Prochain Episode 
protagonist. On the contrary, he will do everything to provoke it and put an end to the 
historical and moral aphasia his country has suffered since its defeat at the Plains of 
Abraham. He fears that he will finally succumb to the inertia; he needs a plan to revolt! 
Notre histoire s'inaugurera dans le sang d'une revolution 
qui me brise et que j 'ai mal servie : ce jour-la une intrigue 
sanguinaire instaurera sur notre sable mouvant une 
pyramide eternelle qui nous permettra de mesurer la failles 
des arbres morts [...]. Tout prendra la couleur flamboyante 
de l'historique quand nous marcherons au combat, 
mitraillette au poing. Quand nos freres mourront dans les 
embuscades et que les femmes seront seules a feter le 24 
juin, ce que nous ecrivons cessera d'etre un evenement et 
sera devenu un ecrit. (P.E. 94) 
Aquin writes in hopes that he may change history and its bleak "futur 
improbable": "Cet amas de feuilles est un produit de l'histoire, fragment inacheve de ce 
que je suis moi-meme et le temoignage impur, par consequent, de la revolution 
chancelante que je continue d'exprimer, a ma facon, par mon delire institutionnel" (P.E. 
93). Writing is hence a way to denounce all tyrannies, from Roman times to modern day, 
it is also a way to declare his love for K. the mother country. 
For Aquin, Prochain Episode becomes an ode to the motherland: 
65 
Ecrire est un grand amour. Ecrire, c'est t'ecrire; et 
maintenant que je t'ai perdue, si je continue d'agglutiner les 
mots avec perseverance mecanique, c'est qu'en mon for 
interieur j'espere que ma derive noematique que je destine 
a des interlocuteurs innes, se rendra jusqu'a toi (...). Pour 
t'ecrire, je m'adresse a tout le monde. L'amour est le cycle 
de la parole. Je feeds infiniment et j'invente sans cesse le 
cantique que j 'ai lu dans tes yeux ; par mes mots, je pose 
mes levres sur la chair brulante de mon pays et je t'aime 
desesperement comme au jour de notre premiere 
communion. (P.E. 70) 
However, in order to write this patriotic testimony of love, he needs to expatriate 
himself, to change scenery, to follow other schools of thought and other "derives 
noematiques": those of Byron and Balzac under the masks of Childe Harold and 
Ferragus. Aquin commiserates as well with Benjamin Constant and Madame de Stael 
who were condemned by Napoleon to live in exile in Switzerland. In front of the Coppet 
Chateau, where Madame de Stael and Constant had once lived the narrator cannot help 
but succumb to the historical influences of the grounds. "L'inspiration delinquante se 
noie dans la seche qui fait fremir le lac devant Coppet" (P.E. 76), he exclaims as he is 
about to enter "le chateau des Necker, avec son romantisme usage et sa grille princiere" 
(P.E. 76). He even regrets not having with him a copy of Constant's Journal intime 
because, as he says, "il s'y reconnait". 
Here is an excerpt of his diary after having read Cecile by Benjamin Constant: "Cette facon qu'il a de se 
regarder lui-meme, desappointe, est nettement attachante ; il a devant lui-meme le meme desemparement 
qu'un etranger, certains de ses actes semblent le surprendre et il est tout aussi etonne, tout aussi deYoute que 
nous de se voir tel qu'il est. Non pas fataliste en lui-meme, il se regarde agir, sans pr^voir, sans projeter: il 
s'observe se laisser agir, se laisser porter par une imprevisible mobilite : "[ ...]et je promis de ne plus faire 
une demarche qui ne fut la suite de Finspiration du moment». II est aussi detache de lui-meme «je fais 
mon monde en moi-meme[...]", ne se laisse jamais compromettre dans tel acte, se laisse plutot porter par sa 
changeante fatalite. II reste aussi toujours au-dela de ses actes, au-dela de lui-meme, flottant, disponible, 
ouvert devant tout ce qui pouvait lui arriver. C'est sans doute cette disponibilite soumise et intelligente qui 
nous rend cet homme si attachant, si passionnant. Je comprends qu'on l'ait beaucoup aime et qu'on en est 
souffert." (Journal 95) 
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We can therefore comprehend why he no longer feels like the master of his 
emotions in such an oppressive environment: 
Rien n'est libre, ici: ni mon coup d'ame, ni la traction 
adipeuse de l'encre sur l'imaginaire [...] Rien! Pas meme 
l'intrigue, ni l'ordre d'allumage de mes souvenirs, ni la 
mise au tombeau de mes nuits d'amour, ni le dehanchement 
galileen de mes femmes. (P.E. 89) 
Aquin writes as if another possesses him. He forwarns us at the very 
beginning of his tale that he seems guided by an occult force: 
Le roman incree me dicte le mot a mot que je m'approprie, 
au fur et a mesure, selon la convention de Geneve regissant 
la propriete litteraire [...] Quelque chose me dit qu'un 
modele anterieur plonge mon inspiration dans une forme 
atavique et qu'une alluvion ancienne etreint le fleuve 
instantane qui m'echappe. Je n'ecris pas, je suis ecrit5 [...] 
L'imaginaire est une cicatrice. Ce que j'invente m'est 
vecu; mort d'avance ce que je tue. Les images que 
j'imprime sur ma retine s'y trouvaient deja {P.E. 89-90). 
5
 Aquin confesses that originality is unattainable; everything has been invented with regards to creative 
literary conception. Even Aquin's choice of words seems to mimick Rimbaud's, who in a letter to Paul 
Demeny declared "je est un autre" (Rimbaud 84)! In this letter, Rimbaud examines the subjectivity of 
originality since we are all products of influence: 
Toute poesie antique aboutit a la poesie grecque. Vie harmonieuse. De 
la Grece au mouvement romantique, moyen age, il y a des lettres, des 
versificateurs. D'Ennius a Theroldus, de Theroldus a Casimir 
Delavigne, tout est prose rimee, un jeu, avachissement et gloire 
d'innombrables generations idiotes : Racine est le pur, le fort, le grand. 
On eut souffle sur ses rimes, brouille ses hemistiches, que le Divin Sot 
serait aujourd'hui aussi ignore que le premier venu auteur d'Origines. 
Apres Racine, le jeu moisit. II a dure deux mille ans ! (Rimbaud 83) 
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This constant allusion to impotence coincides with an exceptional lucidity of 
introspection. On one hand, he seeks "le sceptre de foriginalite" (P.E. 93) and on the 
other, he is plagued by feelings of ineptitude and failure. In the end, the narrator resigns 
himself by declaring that: "le chef d'oeuvre qu'on attend n'est pas mon affaire" (P.E. 93). 
These words seem to have a liberating effect and bring forth repressed language he had 
once only dreamt of articulating: "briser les articulations du langage, me faire eclater sous 
la pression intolerable de cette force nouvelle qui m'habite" (Journal 263). 
Although he starts the writing of Prochain Episode filled with self-doubt and 
hesitation, he is led on a "course folle." His inspiration seems to be without bounds as he 
writes in his diary: "Pour la premiere fois, j'ecris avec un tel elan, dans une telle 
allegresse que c'est un choc" (Journal 269). He has been waiting so long for this 
particular moment: 
En fin de compte j'ecris un roman qui m'ecrit, si bien que 
le projet de cette histoire double au depart, s'unifie 
victorieusement. Veritable processus dialectique dont je 
suis le lieu, pour ainsi dire, car je decouvre non sans 
surprise que le livre est ne devant moi de facte meme 
d'ecrire. II a surgi sur la page simplement sous f impulsion 
de l'ecriture lineaire (...). Je fais un livre en le faisant: 
il jaillit de moi dans une sorte de coincidence entre mon 
vide et son contenu. II nait quand je l'appelle, et sa 
naissance jaillissante m'etonne sans cesse m'eblouit et cela 
meme fait partie du livre. (Journal 269) 
However, one should not be fooled by Aquin's feigned informal and automatic 
style, Prochain Episode is fabricated in a clever and erudite way. His stunning success is 
due to the new spin he adopts. His novel is not constructed in the traditional sense nor 
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does it follow a chronological order but remains ostensibly lacustrine, as if to encourage 
the reader's imagination. 
- Romantic Water Metaphors 
Aquin in Prochain Episode has dedicated most of his poetry to water imagery. 
"L'intrigue se deroulera autour du lac Leman, tandis que la descente au fond de soi sera 
representee par une plongee au fond de ce meme lac ou se trouve reflete le paysage de 
l'intrigue romanesque" (Smart 43). The story and its characters are immersed in "les 
eaux mortes de la fiction" (P.E. 18) or "l'hydrologie" as Aquin describes it in his diary 
(Journal 264). The obsession for the liquid element, the "psychisme hydrant" first 
coined by Bachelard, reveals a sentiment of hydrophobia: "Coince dans ma sphere close, 
je descends, comprime, au fond du lac Leman et je ne parviens pas a me situer en dehors 
de la thematique fluante qui constitue le fil de l'intrigue" (P.E. 22). Sometimes, behind 
the window of his "bathyscape" (P.E. 33), or his "vaisseau d'obsidienne" (P.E. 69), he 
looks through the "periscope" (P.E. 72) only to see his own sad reflection in the lake. In 
the mirrored waters, the fragmented personalities and images reunite and superimpose 
themselves. 
Aquin deliberately adopts the "symbolique de la plongee": "Je n'imagine rien de 
mieux que de plonger sans espoir dans le lac fantome qui m'inonde" (P.E. 24). We see 
him diving interminably in "la sequestration stylistique" (P.E, 22); sometimes in "la fosse 
aux souvenirs" (P.E. 24); or in the "tombeau liquide de la memo ire" where he swallows 
"les molecules de nos depressions seculaires" (P.E. 36). Everything becomes a pretext 
69 
for "la plongee" and "la noyade"! Imprisoned in this subaquatic residence, he sees his 
reflection and peers at the depths of his tortured soul: "Encaisse dans mes phrases, je 
glisse, fantome, dans les eaux nevrosees du fleuve et je decouvre, dans ma derive, le 
dessous des surfaces et l'image renversee des Alpes" (P.E. 7). 
The narrator seems to imitate the Romantic poets who manifested an interest in 
the lacustrine imagery that mirrored and reflected their forlorned state of mind. Within 
"les eaux-mortes de la fiction" (P.E. 18), in search of the right words, he becomes "lave 
engloutissante, miroir a suicide" (P.E. 35). In fact, he compares himself to Ophelia: "Je 
m'ophelise dans le Rhone" (P.E. 22). Like the Romantics, Aquin chooses the 
revalorisation of ancient texts: "En France il s'agit des poesies des troubadours, et toute 
une serie de textes modeles, allant de Milton a Gessner, sans oublier Shakespeare, adopte 
par les Allemands, et avec plus de reserves, par les Francais" (Gengembre 21). Hence, 
the narrator who is constantly on the verge of suicide identifies himself with the 
Shakespearean character. Even his writing takes on these fatal characteristics. He 
describes it as a "longue chevelure manuscrite se melant aux plantes aquatiles et aux 
adverbes invariables" (P.E. 22). His drowning is interminable and inescapable, when it is 
not in "le fleuve noir" it is in the "cheveux blonds de K" (P.E. 158). 
According to Bachelard, "L'etre voue a l'eau est un etre en vertige. II meurt a 
chaque minute, sans cesse quelque chose de sa substance s'ecroule [...]. La peine de 
l'eau est infinie" (L Eau et les reves 9). Such is the case of the protagonist in Prochain 
Episode. His predilection for the fluent and liquid element (deep, dormant, crystalline, 
maternal and seminal waters) gives the story a certain poetic tone. Alienation, dreams, 
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idealized passions, a taste for the past, death or oblivion are components usually 
associated with a Romantic atmosphere and foreshadow a fatal ending. 
For the protagonist, the act of writing is his only means of escaping his cell and 
morbid thoughts. In this fashion, he revisits the places where he was once happy: the 
vision of alpine lakes and steep mountains ultimately control the creeping suicidal 
madness that possesses him. Rousseau in his Cinquieme Reverie described the Suisse 
landscape as savage and romantic, characteristics that are associated with life and a 
primitive state untouched yet by civilization. These images of nature help the prisoner to 
bear the suffocating environment he has been condemned to live in indeterminably, as he 
focuses his attention and imagination "au mouvement des eaux qui [l]e poussent le long 
des rivages eblouis et [l]e font glisser sous le socle des Alpes" (P.E. 33-34). 
- "EY Desajinado" and his Romantic Double "ElDesdichado" 
Si je n'espere plus d'aube au terme de la nuit occlusive et si 
tout s'effondre aux accords de Desajinado, c'est que 
j'apercois, au fond du lac, la verite inevitable, partenaire 
terrifiante que mes fugues et mes parades ne deconcertent 
plus (P.E. 33). 
The same song always haunts the protagonist's memory: "Le Desafinado": "Et 
quand le juke-box emit pour la troisieme fois les premiers accords du Desafinado. Je n'en 
pouvais plus de nostalgic Je me suis degage du comptoir au rythme des guitares afro-
bresiliennes et j 'ai regie mon addition" (P.E. 29). In Portuguese the title means to be out 
of tune, a qualifier usually used in reference to musical instruments, but in this instance 
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defines the narrator's unstable state of mind. This song tells the story of a heartbroken 
man who begs his love to give him a second chance: 
Voce com a sua musica 
esqueceu o principal 
Que no peito 
dos desafinados 
No fundo do peito 
bate calado. 
(Jobim) 
You wish your music 
Forgot the main thing 
Is that in the chest 
Of those out of tune 
Deep within the chest 
Beating quietly, (translated by Gene Lees) 
The narrator, far from K, is like an out-of-tune instrument. His desperation 
reminds us of Nerval in Le Desdichadd" ("le Tenebreux, le veuf, l'inconsole, le Prince 
d'Aquitaine a la tour abolie" (Nerval 63), a term taken from Spanish, meaning the 
"wretched and unfortunate." There is a link between the Desafinado and El Desdichado, 
"the disinherited": "C'est la devise que porte sur son bouclier, dans Ivanhoe (chap VIII), 
un mysterieux compagnon de Richard Coeur de Lion, depossede de son chateau par le roi 
Jean. Nerval l'adopte a son tour et se decrit lui aussi, sous l'aspect d'un chevalier du 
Moyen Age que hante le malheur" (Castex et Surer 138). The French critic Lemaire sees 
Nerval's sonnet as "le poeme de la perte melancolique." He reminds us that "le 
romantisme releve souvent d'une esthetique du malheur qui met en scene d'eternels 
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automnes, des soleils couchants toujours repetes et le suicide lui-meme devient un theme 
a la mode" (Lemaire 2). 
El Desdichado is inspired by Garcia Rodriguez de Montalvo's El Bel Tenebroso 
(1508). It portrays the knight Amadis de Gaula who became inconsolable and somber 
after having been rejected by the beautiful Princess Oriana. Interestingly enough, during 
the Romantic era, Dandyism6 revives this chivalrous figure and Le Beau Tenebreux 
becomes a salon cliche. Nerval in his poem El Desdichado compares himself to this 
melancholic personage known as an inconsolable and lovelorn victim of destiny. 
Le Beau Tenebreux is also the title of a novel by Julien Gracq that Aquin read 
with great interest. In his diary, he commented on Gracq's "puissance d'evocation" 
which he considered to be "exclusive a la langue saxonne": "C'est la un miracle: faire 
passer dans la claire armature du francais une telle charge d'ombres et de legendes. 
S'il n'y a jamais une litterature canadienne du nord, c'est de cette transformation qu'elle 
devra etre capable: elle devra redonner au francais une nouvelle capacite de noirceur, et 
l'echo profond de nos bois" {Journal 105-106). 
For the narrator, the Desaflnado seems to be a double of Le Beau Tenebreux. K's 
absence, or more precisely her abandonment, is a painful experience for him. The 
langorous melody of the Desaflnado reminds him of their first encounter: "Les rythmes 
6
 Le romantique va developper une tendance nee en Angleterre : le dandysme. Cette ecole d'elegance 
faussement desinvolte permet a Alfred de Musset, par exemple, d'imposer son profil de beau jeune homme 
toujours bien vetu et qui cultive une nonchalance desabusee et un gout certain pour le morbide (tout ce qui 
a trait a la mort) (Trepanier 16). 
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dehanches de Desafmado qui eclatent par surprise dans le Multivox me hissent du lac 
amer ou j 'ai retrouve l'aube de ton corps, dans une seule etreinte bouleversante, et me 
ramenent a ton rivage membrane ou j'aurais mieux fait de mourir alors, car je meurs 
maintenant" (P.E. 32-33). This melody haunts the memory of the dejected protagonist: 
"J'entends au loin les accords de Desafmado pendant que je m'eloigne de la terrasse 
d'Angleterre sans meme me retourner. Je n'ai plus de pays, on m'a oublie [...]. Ce que 
nous avons aime ensemble n'a plus de sens, meme la guerre helas, depuis que j 'ai perdu 
contact avec ta chair souveraine, toi mon seul pays" ! (P.E. 155) 
The idealized kindred soul has become maleficent. Suicidal thoughts assail the 
Quebec Desafmado who had dreamed of absolute love as had Nerval's Desdichado and 
Montalvo's and Gracq's Beau Tenebreux. Prochain Episode becomes a therapy as 
Aurelia had been for Nerval. Regrettably, this solution is only ephemeral, as we know, 
Nerval ends his life by hanging himself and Aquin shoots himself in the head. Suicide 
and folly are existing crazes for the Romantics hence the expression: "le mal du siecle". 
Aquin was plagued with an obsession for death and suicide which explains his 
fascination for Gracq's Beau Tenebreux, whose characters flirted with "la mort pour la 
vaincre, la conjurer, la demasquer ou s'y perdre". 
Quelle ronde infernale, quelles troublantes intrigues se 
tissent sur le fantome de la mort qui vient troubler la fete de 
ces jeunes. La presence d'Allan dans ce groupe, c'est la 
mort qui vient frapper la conscience de nos vingt ans, c'est 
cette presence insolite qui s'installe dans notre jeunesse 
insouciante pour la gener, puis la ronger par le coeur et la 
rendre gageure ou folie. De la meme facon qu'Allan vient 
troubler cette fete et la changer en une mascarade 
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hysterique, l'idee de la mort doit entrer dans notre vie au 
moment ou celle-ci s'epanouit. A partir de cet instant tout 
change, le plaisir n'est plus innocent, l'amour n'est plus 
romanesque [...]. Depuis que je pense a la mort, il n'y a 
plus de tranquillite pour moi, ni de vrai repos, mais une 
etreinte eperdue, un desir fou. (Journal 106-107) 
Aquin glorifies death in his diary, even his Prochain Episode narrator is referred 
to as "le deprime politique" (P.E. 26) who would choose "le suicide plutot que cette 
usure atroce" (P.E. 11). We can therefore understand why the Romantics play an 
important role in the construction of his novel. Suicide became en vogue for the 
melancholic 19th century writers. Byron, Keats and Shelley in England, Lermontov in 
Russia, Chateaubriand and Lamartine in France, Novalis and Goethe went as far as 
glorifying suicide as the heroic last act of freedom. According to Castex and Surer: 
Le voyage est cruellement decevant, car l'homme traine 
dans toutes les contrees la meme misere. Les voyageurs, 
partis a la recherche d'un chimerique Eldorado, rapportent, 
sans doute, de leur course errante, des souvenirs varies, 
mais aussi l'experience, partout renouvelee, d'une 
humanite impure et folle. (Castex 265) 
Aquin's narrator is painfully aware that his own imaginary voyage is only a 
distraction and a deviation for his obsessions. Slowly death seems to be the only remedy 
for the fallen knight. As Baudelaire once said: "La Mort seule, supreme voyage, contient 
un espoir" (Castex 265). 
Thus, the Prochain Episode narrator's morbid voyage becomes his only hope to 
evoke the memory of those who fought in the name of their country. He is willing to 
sacrifice himself as the chief of the nation: "Chef national d'un peuple inedit! Je suis le 
75 
symbole fracture de la revolution de Quebec, mais aussi son reflet desordonne et son 
incarnation suicidaire" (P.E. 25). He thus incarnates Quebec whose motto reminds us to 
never forget our past and who we are: "Je me souviens." 
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CHAPTER III 
The Narrator and his Romantic Literary Doubles 
Honore de Balzac and his protagonists: Godefroid and Ferragus le Chef des 
Devorants 
Aquin wrote in his May 9th, 1952 diary: "Je suis passionne pour certaines 
epoques ; certains hommes du passe pourraient devenir mes compagnons" {Journal 122). 
Ten years later, this was still the case. During the composition of Prochain Episode, he 
elects two great Romantic figures from French and English literature to accompany him 
on his journey: Balzac and Byron. At the beginning of the novel, he admits reading 
Balzac's Histoire des Treize (P.E. 16) and retains as an example Ferragus, the 
"surhomme" who clandestinely strives to create a better society. He goes on to follow 
Byron's traces in Switzerland and identifies himself with Manfred, Childe Harold and the 
Prisonner ofChillon. Hence, Balzac and Byron are his principle sources of reference and 
favorite models! The Aquinian originality, an "ideal de preux," stems from this 
particular cultural and historical source: one Francophone, the other Anglophone, each 
distinct but intimately tied to one another. Let us first analyse the influence of Balzac on 
the Prochain Episode narrator. 
During the summer of 1964, at the time of the drafting of Prochain Episode, 
Aquin reads two novels by Balzac: Ferragus, chef des Devorants (the first volume of the 
three novels published under the title L 'Histoire des Treize); and L 'Envers de I 'histoire 
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contemporaine. He is fascinated, "ebloui" by "la puissance et le grand style" of 
L 'Envers: 
Le mystere n'y est pas qu'une matiere superficielle de 
voiler les choses qui vont de soi. Le mystere est rendu 
necessaire par la grandeur terrifiante de ce qu'il fait taire a 
la fin. De plus, ce que j'admire dans le roman, c'est 
l'etroite inextrication du quotidien individuel avec 
l'Histoire. {Journal 268) 
Such is "1'alluvion ancienne" from which stems Aquin's inspiration. Aquin 
professed a passion for History and literature. Even though L'Envers de l'Histoire 
contemporaine is not mentioned in Prochain Episode, this novel needs to be commented 
for its historical plot and the ties between the Balzacian and Aquinian hero, "en 
particulier : la relation propre a l'histoire revolutionnaire, aux grands bouleversements 
historiques (qui) sont continuellement presents a chaque page de ce recit extraordinaire" 
{Journal 268-69). Jacques Allard, in the "Presentation" of his critical edition of Prochain 
Episode confirms this idea that the novel "se pense dans son rapport avec l'Histoire et 
avec la puissance cachee" (Allard LV). 
L'Envers de l'Histoire contemporaine is set in 1836 Paris. The first chapter 
presents a drifter contemplating "ce vaisseau gigantesque" which has become Paris over 
the centuries. He depicts it as a rapidly burgeoning city marked by a strong historical 
past: "On y reve Paris depuis les Romains jusqu'aux Francs, depuis les Normands 
jusqu'aux Bourguignons, le Moyen Age, les Valois, Henri IV et Louis XIV, Napoleon et 
Louis-Philippe." The drifter remarks that "toutes ces dominations offrent quelques 
vestiges ou des monuments qui les rappellent au souvenir" {L'Envers de l'Histoire 
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contemporaine 362). This wanderer, named Godefroid, resembles in many ways both 
Ferragus and the narrator of Prochain Episode. 
The Prochain Episode protagonist shares with Godefroid the same interest for 
historic "vestiges." As we have mentioned earlier the protagonist is a Roman war 
specialist who must decipher a mysterious message whose code can be found in the 
Uxellodunum battle account. From this point of view, he shares with the Romantics the 
same interest for history. Aquin conceives the role of history to be a testimonial of 
current realities; his own present state of mind is the result of a long history and constant 
evolution which goes back as far as Roman times. 
We learn that Godefroid was ill-treated by society and eventually finds his place 
amongst a secret society. He discovers his true calling by helping the less fortunate, and 
when he becomes "acquis a l'Ordre des Freres de la Consolation," he finds it only natural 
to add to his predestined name, the Jerusalem delivree Knight's name: Godefroid de 
Bouillon (Balzac L 'Envers de VHistoire contemporaine 320)! 
We learn that in the face of many reversals of fortune, Godefroid had initially 
revolted: "II voulut briller, alia vers tous les endroits eclaires, et ses yeux s'y blesserent 
[...] mais tous ses efforts aboutirent a la constation de son impuissance". Hence due to 
the disproportion between his desires and misfortune, "il prit en haine les suprematies 
sociales, se fit liberal et tenta d'arriver a la celebrite par un livre; mais il apprit a ses 
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depens a regarder le talent du raeme oeil que la noblesse" (Balzac L 'Envers de I 'Histoire 
contemporaine 364). 
It is noteworthy to remember that Aquin also wanted to impress his entourage 
with a book {Journal 134), and even more so after having been arrested. He had felt 
compelled to prove himself. 
Godefroid, after having tried without success diverse professions, such as 
accounting, law, literature, magistracy and journalism, was finally relegated during the 
1830 revolution to "un poste administratif ou ses idees liberates, aux prises avec ses 
exigences d'un nouveau pouvoir, le rendirent un instrument rebelle". Consequently, he 
felt that "obeir aux ministres, ce fut changer d'opinion". In fact, "le gouvernement lui 
parut manquer aux lois de son origine". He consented to adhere to the Movement only 
when it was a question of "Resistance" (Balzac L'Envers de I'Histoire contemporaine 
366). We begin to comprehend why this novel attracted a former member of the 
Rassemblement pour l'independance nationale. In order to liberate Quebec, Aquin 
became a rebel, un "terroriste," un "revolutionnaire anarchique" (P.E. 25) who operated 
in the clandestinity. His protagonist fears "de se faire inculper pour conspiration" (P.E. 
133). Aquin's diary from September 12th 1964 shows his interest for the 
«conspiration» element in Balzac's L'Envers, "cette rupture (qui caracterise 
Pespionnage, les complots, le brigandage)" (Journal 269). 
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Destiny leads Godefroid to a remote area in Paris, a neighborhood known for its 
fortress that still stands as a mighty vestige against the Normand attacks. In Prochain 
Episode, this tower can be compared to the Quebec Citadelle overlooking the Plains of 
Abraham, where General Wolfe fell. An engraving of this scene by Benjamin West 
serves to remind the hero that he has been given the orders to kill the enemy in order to 
accomplish his mission. 
In this remote Parisian suburb, Godefroid comes to share an austere abode 
amongst the members of a secret society who survived the Revolution, "cet ouragan de 
quarante annees qui a renverse la royaute, la religion, et disperse les elements de ce qui 
faisait la vieille France" (Balzac L'Envers de VHistoire contemporaine 389). These 
human "vestiges" of «la grande tempete" are now at the head of a powerful franc-
masonry that Balzac (who was himself a member of the Ordre Kabbalistique de la Rose-
Croix) defines as " une des plus grandes forces sociales qui a fait l'Europe du Moyen Age 
et repose sur des sentiments qui, depuis 1792, n'existaient plus en France, ou l'individu a 
triomphe de l'Etat" (Balzac L'Envers de VHistoire contemporaine 390). In fact, they 
come to the aid of all those in need, even to their worst enemies who sent their own to the 
guillotine. These deeds are all anonymously executed in hopes that the good they 
bestow will in turn encourage similar acts of kindness. However, we learn that these 
charitable souls had once been guilty or accomplices to acts of "brigandage que leur 
opinion politique autorisait contre le gouvernement imperial, au profit de la bonne cause" 
(Balzac LEnvers de VHistoire contemporaine 442), thas is to say counter-revolution. 
Some members had even gone as far as to commit "des attaques a main armee sur les 
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recettes de l'Etat" (Balzac L'Envers de I'Histoire contemporaine 462) under the 
command of their Chief Chouan Rebel. Nevertheless, those days are past! Today, with 
the aid of philanthropic bankers, they devote themselves clandestinely to relieving 
collective misery. 
Much like the other members of this secret association, Godefroid is expected to 
blindly obey all orders he is given and provide regular updates on the progess of his 
philanthropic mission. The secret meetings take place at "l'Eglise Saint-Jacques du 
Haut-Pas", however he is forbidden to communicate with his peer without first showing 
the secret signal which consists of "se frotter les mains a la facon des gens satisfaits" 
(Balzac L 'Envers de I 'Histoire contemporaine 481). 
Aquin had also aspired to ameliorate the fate of his country. From the very 
moment he had wished the revolution, he had found "sa voie et sa vraie vie". He had 
discovered in his own revolutionary existence that only action constitutes a humane 
attitude in face of reality: 
Je sens bien que devant la banalite de la vie quotidienne, la 
solution revolutionnaire est de vouloir transformer les 
conditionnements de cette vie, non par la fuite vers une vie 
autre, truquee, idealisee. La revolution est une action et 
sans doute ce que j 'ai renie dans la litterature, c'est qu'elle 
ne soit pas une action totale, qu'elle s'annonce 
revolutionnaire et ne soit qu'une pseudo-revolution (...). A 
1'instant ou j 'ai voulu la revolution pour la premiere fois, 
j 'ai trouve ma voie et ma vie. Je sais que seule Taction 
revolutionnaire veritable peut me satisfaire : que nul ersatz, 
nulle deviation, nulle obsession des institutions ne peut etre 
reconnue comme valable pour moi. La revolution n'est pas 
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une fuite : die ne peut etre que totale. Son premier pas est 
P amour de la vie quotidienne, desir de la transformer 
genereusement, desir de vivre pleinement, d'heure en 
heure, de jour en jour.... {Journal 267). 
Prochain Episode's narrator, like Godefroid, meets his accomplice in a church. 
However, he does not even have the chance to signal the secret code since the RCMP is 
waiting to arrest him. The combat for which the knight prepared himself will never take 
place, he is disarmed even before he can draw his sword, "lance a outrance" {P.E. 124), 
or in this instance his "Mauser": 
Adieu aux armes! Ce calembour inattendu me decourage 
j 'ai envie de fondre en larmes, je ne sais trop pourquoi. 
Toutes ces armes volees a l'ennemi, cachees puis 
decouvertes une a une dans la tristesse, toutes ces armes ! 
Et moi qui suis ici desarme pour avoir tenu une arme, 
desarme aussi devant le soleil ralenti qui s'affaisse 
silencieusement dans l'ile Jesus. {P.E. 15) 
He has been betrayed by a member of his own "reseau" and thrown in jail as if he 
were a common criminal. He is the one who collapses on "l'ile Jesus" like Jesus on the 
Cross! He bleeds from the inflicted wounds: "Tout me deserte a la vitesse de la lumiere, 
toutes les membranes se rompent, laissent Mr a jamais le precieux sang" {P.E. 17). 
However, before dying he feels compelled to recount the Quebec Gest (from the Latin 
gesta: a chivalric adventure). Now his only weapon is his pen; he will publicly denounce 
the enemy instead of combating him clandestinely. The pages of his epic story will 
become his battlefield and a way to declare his love for K the mother country. He only 
needs to create a character fashioned after Ferragus the "Chef des Devorants," an 
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anonymous anarchist Quebecois, referred to as the "Chef national d'un peuple inedit" 
(P.E. 25). 
From the very beginning of his narration, he imagines Balzac "assis a sa place, 
revant d'ecrire L 'Histoire des Treize et imaginant dans l'extase un Ferragus insaisissable 
et pur, conferant a ce surhomme fictif tous les attributs de la puissance [...]" (P.E. 
53). Ferragus is the chief of this bizarre brotherhood which considers itself above the 
law. Balzac describes the rites of this sect in depth in his preface: 
Les Devorants dont il est le chef est le nom d'une des tribus 
de Compagnons ressortissant jadis de la grande association 
mystique formee entre les ouvriers de la chretiente pour 
rebatir le temple de Jerusalem [...] ce peuple changeant, 
mais soumis a d'immuables coutumes, peut avoir des yeux 
en tous lieux, executer partout une volonte sans la juger 
[...] le corps entier professe des doctrines assez vraies, 
assez mysterieuses, pour electriser patriotiquement tous les 
adeptes si elles recevaient le moindre developpement. 
(Balzac / 'Histoire des Treize 742) 
Much like the Three Musqueteres, they swore to help and assist one another 
Their "chief possesses a triple identity: Henri Ferragus, chief of a secret society, alias 
Gratien Bourignard, "le forcat," and M. de Funcal or Count de Funcal, a well-to-do 
aristocrat who lives at the Portuguese or Brazilian embassy because he belongs to two 
countries (I'Histoire des Treize). The ex-convict is capable of everything, including 
thwarting a whole police squad. He only communicates with his fellowship through the 
means of coded messages. He is a superhero like Balzac's Vautrin in Le pere Goriot or 
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Victor Hugo's Jean Valjean in Les Miserables. Aquin wrote in his diary, this sentence 
from Vautrin : "II n'y a pas de principes, il n'y a que des evenements" {Journal 268). 
The narrator of Prochain Episode also receives letters "ecrites en chiffres" 
that can only be deciphered with a code hidden in "le recit de la bataille d'Uxellodunum 
par Stoffel" {P.E. 218). His desire to identify himself with Ferragus is so intense that 
"drape dans la pelerine noire de son personnage" {P.E. 53), he imagines "vivre 
magiquement l'histoire de cet homme condamne par la societe et pourtant capable, a lui 
seul, de tenir tete a l'etreinte policiere et de conjurer toute capture par ses mimetismes, 
ses dedoublements et ses deplacements continuels" {P.E. 16). He adds : "J'ai reve de 
cela moi aussi, fuyant chaque jour dans un appartement different, m'habillant avec les 
vetements de mes hotes, masquant mes fuites dans un rituel de parades et de mises en 
scene" (P.E 16). 
Ferragus haunts him everywhere he goes. In Geneva, for example, "Pendroit 
le plus agreable au monde ou un terroriste puisse attendre l'homme qu'il va tuer", 
Ferragus enters him slowly "a la facon d'une societe secrete qui noyaute une ville pourrie 
pour la transformer en citadelle" {P.E. 53). The identification process is completed and he 
is proud to say: "L'ombre du grand Ferragus m'abritait, son sang repandait dans mes 
veines une substance inflammable..." {P.E. 53). 
Much like the Romantic character of Ferragus, the narrator leads a double life 
and assumes three different masks in order to escape the secret service: "Je veux 
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m'identifier a Ferragus, vivre magiquement l'histoire d'un homme condamne par la 
societe..." (P.EA6). He poses as H. de Heutz or de Heute, an historian specialized in 
Roman wars when he is not a federal agent in charge of freezing secret Swiss bank 
accounts. He is also Carl von Ryndt, a banker and a double agent, and Francois-Marc de 
Saugy, an indebted businessman who has left his wife and two children. 
The genesis of Prochain Episode becomes clearer after reading I'Histoire des 
Treize preface. The narrator seems to attach a great importance to the Balzac's preface 
since he cites at the very beginning of his novel a passage from "la phrase inaugurale," 
which plunges him into "un acces de noire tristesse": "Ce debut fulgurant, me donne le 
gout d'en finir avec ma prose cumulative, autant qu'il me rappelle des liens sacres -
maintenant rompus par l'isolement - qui m'unissaient a mes freres revolutionnaires" 
(P.EA3). His depression cannot be entirely attributed to the reasons given by 
Lamontagne who suggests that the narrator suffers from an inferiority complex in 
comparison to Balzac. If this passage "discourages" him, even "kills" him as he says 
(PE. 13), it is because he has been betrayed and cut off from his revolutionary friends. 
Balzac, contrary to his habit (he professed an "aversion pour les prefaces"), 
justifies in the preamble his choice of subject. He wants to stage "le monde des 
flibustiers, ce peuple a part, si curieusement energique, si attachant malgre ses crimes," 
(Balzac I'Histoire des Treize 741), who had given him permission to write about the 
mysterious and strange life of "l'un de ces heros anonymes auxquels la societe tout 
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entiere fut occultement soumise." Balzac says to have noticed in Ferragus "un vague 
desir de celebrite" (Balzac I'Histoire des Treize 742). 
Following Balzac's example, Aquin explains why he has chosen to exploit 
the theme of clandestine activity: 
Le joint entre le quotidien et I'Histoire se fait ici par la 
conspiration — c'est-a-dire par un type de relation assez 
particulier de l'individu avec la societe. La conspiration en 
effet etablit une dualite de base entre l'homme et son 
milieu : d'une part l'homme agit en secret, en fugitif, se 
sent menace, se croit autorise a tout. D'autre part, la 
societe est inquietee par la presence de ces elements 
subversifs ou rejetes. Cette rupture qui caracterise 
l'espionnage, les complots, le brigandage a de quoi nourrir 
toute une oeuvre autant qu'elle peut dechirer une existence. 
C'est a ce type de relation individu-societe que j'incline le 
plus a exploiter dans le roman. {Journal 268-69) 
Romantics are particularity attracted to "l'identite collective, de la liberte de 
la nation" (Gengembre 24). Balzac's preface exemplifies this type of tightly united 
society idealized by Aquin. However, the narrator of Prochain Episode omits the very 
part that alludes to this bond and only quotes from the lines that are italicized below: 
// s'est rencontre sous I'Empire et dans Paris, treize 
hommes egalement frappes du meme sentiment, tous doues 
d'une assez grande energie pour etre fideles a la meme 
pensee, assez probes entre eux pour ne point se trahir, 
assez politiques pour dissimuler les liens sacres qui les 
unissaient (P.E. 13), assez forts pour se mettre au-
dessus de toutes les lois, assez hardis pour tout 
entreprendre, et assez heureux, pour avoir presque toujours 
reussi dans leurs desseins; ayant couru les plus grands 
dangers, mais taisant leurs defaites; inaccessibles a la peur, 
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et n'ayant tremble ni devant le prince, ni devant le 
bourreau, ni devant l'innocence; s'etant acceptes tous, tels 
qu'ils etaient, sans tenir compte des prejuges sociaux ; 
criminels sans doute, mais certainement remarquables par 
quelques-unes des qualites qui font les grands hommes, et 
ne se recrutent que parmi les hommes d'elite (Histoire des 
Treize, Preface 741). 
Why did Aquin omit the passage: "assez probes entre eux pour ne point se 
trahir"? Was it too painful for him to admit that he had been betrayed? The Treize are 
powerful because they are united by sacred bonds. This is not the case for Quebecers 
who are divided into two opposing clans: those in favor of the independence and those 
who are in opposition, Marcel Chaput: Pourquoi je suis separatiste and Jean-Charles 
Harvey Pourquoi je suis anti-separatiste. According to the RIN Manifesto, consensus 
needs to be reached in order to cut ties with Canada. "Le cordon ombilical" must be 
severed! However, Aquin prefers to use the expression "noeud de fausse pistes," "noeud 
gordien" or "pieuvre emmelee" (P.E. 130-31). 
Another important part from the preface is missing. It is the passage which 
explains that these "treize rois inconnus, et plus que rois, des juges et des bourreaux" had 
disappeared into obscurity once they had amassed a considerable fortune: "lis sont 
paisiblement rentres sous le joug des lois civiles [...]" (Balzac Histoire des Treize 742). 
Balzac compares them to "Morgan l'Achille des pirates" who had become a peaceful 
farmer. Aquin's protagonist runs the same risk when he lets himself be seduced by the 
luxurious charms of the Coppet Castle. He forgets that he has a mission to accomplish 
and imagines himself living there surrounded by works of art and antique furniture. He 
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will have to master his urges in order to organize "la destruction selon les doctrines 
antiques de la discorde et les canons de la guerilla sans nom" (P.E. 172). But after a 
deplorable attempt, he is thwarted before the battle even ensues, before he could 
«remplacer les luttes parlementaires par la guerre a mort" (P.E. 172). 
How could the "chef national d'un peuple inedit" (P.E. 25) forget such a tragic 
blow to his ego? However, since Aquin's revolutionary efforts have failed, he writes a 
poetic ode to his motherland: In Prochain Episode, the political action will eventually 
give way to the act of writing, in this way the narrator hopes to redeem himself and erase 
the failed revolution. His new goal is to be recognized by his peers as a writer. 
As we have previously seen, Aquin has always secretly dreamed of grandeur, 
celebrity and clout. However, he realized that this is an impossible task to accomplish. 
We learn through his diary that he is destined to write about the pitiful truth: 
L'histoire lamentable d'un homme impuissant, degoute, 
prive d'ame, epris de grandeur mais condamne a la realite. 
L'histoire d'un homme qui vit toujours en dessous : qui 
reve de transe, de possession, de voyage, et stagne sur 
place. L'histoire de l'ecrivain qui peine pour trouver son 
histoire et qui vit en deca de ce qu'il imagine (Journal 
220). 
It is for this reason that his protagonist, unable to emulate Balzac's creative 
genius, decides to simply "eliminer" Balzac (P.E. 14) and project through sublimation his 
own desires of potency on Ferragus, a superhero who has been attributed "tous les 
attributs de la puissance" (P.E.53). Curiously enough, creative power and sexual potency 
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are confounded. But the narrator's real problem lies with Simenon more than with 
Balzac. Simenon had dared to question Balzac's virility and hence becomes symbolically 
the enemy to destroy because of his castrating presence. Simenon had boasted of having 
slept with a thousand women. The narrator feels compelled to take on the unusual task of 
avenging Balzac's virility by assuming Ferragus's identity: "venger Balzac coute que 
coute en se drapant de la pelerine noire de son personage" (P.E. 53). 
Alas, this mascarade will cost him greatly: "Pour m'etre drape inconsciemment 
dans les vetements ocelles de Ferragus, je me retrouve aujourd'hui dans une clinique 
surveillee apres un sejour sans gloire dans la prison de Montreal" (P.E. 16). Isolated 
from the exterior world, his only resource is to find refuge in the fantastic world of his 
neuroses where reality is illusory or an intolerable sufferance. 
Byron (Childe Harold and Manfred) 
That self that Byron dramatized in his poetic work, a projection identical with his 
own personality, was especially dear to the Romantics: the outcast wanderer, heroic and 
cursed, often on some desperate quest. 
Hubert Aquin's fascination for the English poet goes back to the time he was 
studying at La Sorbonne in 1952. Not only did he read all of his poetry, his 
correspondence and diaries in an attempt to uncover his genius and excentricities, but he 
also read Byron by Andre Maurois and Byron et le besoin de lafatalite by Charles Du 
Bos. According to Bernard Beugnot, Aquin's Journal publisher, Aquin's copy of Byron 
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by Du Bos is extensively annotated {Journal 282). In his diary, Aquin cites this revealing 
passage of Du Bos's work: "[...] le genie (de Byron) eclate le 14 novembre 1813 [...]. 
Tout element indifferencie anonyme a disparu, et dorenavant, dans tout ce qu'articule 
Byron, la personne passe tout entiere" {Journal 124). Aquin, who awaits anxiously a 
similar release, comments on Byron's revelation. 
C'est qu'a cet instant, Byron avait touche le coeur de son 
existence. II avait accompli l'acte qui par sa bouleversante 
revelation lui permettait enfin d'etre totalement lui-meme 
au point que chacun de ses gestes, chacune de ses phrases 
furent signees incontestablement: Byron. Nous ne touchons 
pas ce port. Nous pouvons longtemps erre avant d'y 
aborder~car la revelation de soi n'est pas toujours donnee 
quand on le voudrait. A 25 ans, Byron trouva l'inceste et a 
partir de cette epoque il le connaissait, il etait en intimite 
avec le centre meme de son etre. II se connaissait et 
pouvait enfin etre lui-meme totalement. {Journal 125) 
Byron had found fatality in his incestuous relationship with his half-sister 
Augusta. "The poetry which Byron wrote after the agonizing experiences that led to his 
exile was much superior to his earlier work" (Bernbaum 200). This central life event 
made him discover his genius, as Du Bos explains, "la troisieme dimension lui faisait 
defaut j usque-la" (Du Bos 159). Aquin feared that he would never experience such a 
mind-altering revelation: 
II se peut que j'ignore mon centre, que j'erre sans jamais 
trouver, que tous mes actes, toutes mes expressions soient 
rattachees a de faux centres et recouvrent un mystere sans 
jamais en vivre vraiment. Je voudrais trouver ce port de la 
totalite et l'incarner sans reserve dans tout ce que je serais. 
Probablement il faut patienter en approchant [...] {Journal 
125) 
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On July the 13 1961, Aquin is persuaded that he should provoke like Byron "un 
malheur pour commencer a vivre — et a ecrire". He sees "dans tout grand artiste un 
professionnel du malheur [...], quelqu'un qui cree le malheur de toute son ame" and he 
gives as examples "Baudelaire, Poe, Byron" {Journal 206). A few days later he confesses 
to be "brule d'un feu interieur capable de tout detruire dans sa vie, meme ses 
enfants" {Journal 207). He seems to predict that impending misfortune will consequently 
unleash his own act of writing. 
Charles Du Bos compared Byron's need of "some great reverse" to Nietzsche's 
Zarathustra professing his love for "celui qui veut sombrer": 
C'est bien la ce que veut Nietzsche: il veut sombrer. 
Quelque chose dans le trefonds de sa nature a besoin d'etre 
accule au desastre ; a ce prix seulement peut-il se devenir 
lui-meme ce spectacle incomparable, souverain, qu'il y eut 
toujours pour lui dans le mot: Untergang: il ne peut tout a 
fait se plaire que s'il apparait comme quelque soleil en train 
de choir, au bord de l'engloutissement ou il se resorbera. 
Pour lui, toute valeur tragique est incomplete que ne vient 
couronner la catastrophe finale. (Du Bos 161) 
Aquin saw in these tragic geniuses projections of himself. His genius is finally 
unleashed after suffering the humilation of incarceration. It is not a mere coincidence 
that, between the Chateau de Chillon and Villa Diodati, he happens to think of "Manfred 
et la future liberation de la Grece" {P.E. 34). Manfred, the "noble bandit", was one of the 
most tragic and pessimistic of Byron's heroes and much revered by the Romantics. 
Manfred cannot live with his conscience after having caused the death of his lover and 
wants to throw himself off the summit of the Jungfrau: "I love her and I destroyed her!", 
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he lamented. This fatal hero, who destroys the unfortunate victims that 
find themselves in his shadowy path, will become the model of Romantic literature: "La 
figure de Byron et ses personages deviennent des references pour toutes une generation. 
Le byronisme est tantot un etat d'ame, tantot un mode litteraire" (Van Tieghem 246). 
Aquin appears to seek out and provoke malediction. Only after basking in his 
own disasterous failures (marriage and political life), does he seek refuge in the act of 
writing. He is filled with bitter regrets that beleaguer him constantly: "Je n'aurais pas du 
me marier, je suis indigne d'etre le pere de ces deux enfants qui m'attendent (Journal 
162). He is prepared to divulge the truth as painful as it is: "La verite desormais ne tolere 
plus que je l'ensemence d'une foret de calices" (P.EA6). He wants the truth at all costs 
"brulee par le soleil de la lucidite et de l'ennui: moi" (P.E. 16). He writes in his Journal 
that his downfall will set him free: "toute chute est coupable" repeats Aquin after 
Bachelard who said in L'Air et les Songes: "Ma chute cree l'abime" (Journal 112). In 
1961, he envisions writing a scenario that seems to be the first draft of Prochain Episode: 
Un homme qui va a sa perte, froidement, methodiquement, 
comme si cette autodestruction etait son seul but dans sa 
vie! Marie, etabli, sain - il choisit la folie : il aime une 
jeune fille. Elle ne l'aime pas. II la poursuit quand meme. 
On lui dit qu'il perd son temps; il persiste, il tue pour elle. 
II choisit la deraison, le vol, la cruaute, l'humiliation - en 
retour, il n'espere rien. Le mystere est la. (Journal 201) 
Aquin seeks out his own downfall since he is convinced that "L'homme veut 
sa propre chute" (Journal 201). He even goes as far as provoking his demise. His guilt 
becomes a type of catharsis: 
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On affirme generalement que l'homme fuit la culpabilite. 
Dans certains cas, pourquoi au lieu de la fuir, ne tenterait-il 
pas d'aller jusqu'au bout de la culpabilite, de se gorger du 
mal, voir en lui une prefiguration mystifiante de la mort! 
Car c'est la mort qui est recherchee, oui il me faut analyser 
la chute d'un homme : la descente aux enfers. Rien ne peut 
plus le satisfaire (ni femme, ni passion) autant que la chute 
elle-meme. {Journal 201) 
At the beginning, Aquin's admiration for Byron was not without reservation 
or more precisely without comparison to the Romantic author: Benjamin Constant. On 
June the 13th, 1952, Aquin cites a passage in his Journal from Byron et le besoin de la 
fatalite : "Un homme autrement haut situe que Byron, et qui, a travers bien des faiblesses, 
sut toujours preserver en lui le respect des etres et de leurs souffrances, Benjamin 
Constant [...]" (Journal 325). At the time, the young and unmarried Aquin blames 
Byron for being an unfit and cruel spouse. He could not have foreseen that one day he 
too would leave his wife and children: 
C'est la la plus inexcusable limite de Byron et par ou il 
apparait un monstre qu'on a trop flatte. II ignorait ceux qui 
l'aimaient. Byron peut figurer comme un grand animal -
un etre hors mesure extravagant jusque dans l'ame - mais la 
veritable grandeur sera toujours refusee a ce fier egoi'ste. 
Sa presence par contre ne fait que souligner l'attachante 
noblesse, la grandeur blessee de Lord Byron. Et je crois 
que Du Bos s'est surpasse en tracant le portait de cette 
Annabella, amante malheureuse, persecuted, mais juste -
cette ame qu'on est tente d'aimer par compensation de 
toute la revolte que peut nous inspirer son indigne epoux. 
(Journal 125) 
Aquin will eventually become an "indigne epoux" in the same hotel room 
that Byron had occupied during his Swiss exile. He identifies himself to the maverick 
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English poet and Prochain Episode finally becomes a semi autobiographical account in 
true Romantic fashion. The Romantic novel often examplifies "la quete de l'identite, ce 
qui entraine le projet d'ecriture autobiographique" (Gengembre 19). Hence, Aquin's 
dejected narrator follows Byron's itinerary: "Nous avons marche longtemps cette nuit-la, 
jusqu'a ce que la vallee tout entiere du Rhone s'emplisse de soleil [...] sur la terrasse de 
l'hotel d'Angleterre ou Byron, en une seule nuit dans le bel ete de 1816, a ecrit le 
Prisonnier de Chillori" (P.E. 32). 
After his failed marriage, Byron leaves England to escape a judgmental and 
oppressive society. This is the second stage of Childe Harold's pilgrimage. He visits 
Belgium, stops at Waterloo, evokes the battle and reflects on Napoleon, the power and 
glory. His journey brings him to the Rhine where he stands in admiration in front of the 
grandiose Alps, and then he goes on to stroll along Lake Geneva and the Rhone. These 
images of the alpine lake surrounded by mountains are the symbol of purity in 
comparison to the restrictive world he left behind (Trelawny). Rousseau, in his fifth 
Reverie d'unpromeneur solitaire qualifies these landscapes as savage and romantic, they 
bring him back to a primitive state, untouched by the disillusionment and the degradation 
of civilization. 
Finally, during the summer of 1816, Byron rents La Villa Diodati, where 
Shelley, who lives near by, frequently comes to visit him. Together they set off on a 
journey to explore the sites frequented by Rousseau and the British historian Gibbon. 
They visit the Chateau de Chillon where the anarchist Francois de Bonnivard was held 
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captive for four years (1532-1536) in the subterranean dungeons, beneath the water line 
of the lake. During this period of time Bonnivard scuffed an imprint in the stone floor 
from his pacing of the confined area (Trelawny). Byron was so overcome and moved by 
Bonnivard's poignant story he felt compelled to compose an ode in honor of The 
Prisoner of Chilian (1816): 
Sonnet On Chillon 
Eternal Spirit of the chainless Mind! 
Brightest in dungeons, Liberty! Thou art, 
For thy habitation is the heart— 
The heart which love of thee alone can bind; 
And when thy sons to fetters are consign'd— 
To fetters, and the damp vault's day less gloom, 
Their country conquers with their martyrdom, 
And Freedom's fame finds wings on every wind, 
Chillon! Thy prison is a holy place, 
And thy sad floor an altar—for't was trod, 
Until his very steps have left a trace 
Worn. As if thy cold pavement were a sod, 
By Bonnivard! May non those marks efface! 
For they appeal from tyranny to God. 
Aquin takes Byron's lead by reviving Bonnivard's memory: "Nous sommes 
montes dans une chambre de l'hotel d'Angleterre, peut-etre celle ou Byron a chante 
Bonnivard qui s'etait jadis abime dans une des cellules du chateau de Chillon" (P.E. 32). 
Aquin empathizes with the prisoner's fate since he too suffers from a similar 
predicament. The Swiss born Francois de Bonnivard was incarcerated after revolting 
against Charles III. Finally, after many years of solitary confinement the men of Berne 
and Geneva overtook the castle and released their hero. Although these events transpired 
during the Renaissance, the tale appealed to the sensibilities of the Romantics. 
Bonnivard represents the martyr who sacrificed himself in the name of freedom. His cell 
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in the depths of the dungeon embodies a sanctified place of worship to its pilgrims. The 
steps embossed in stone from walking back and forth tell the story of a man facing an 
almost hopeless situation. 
Aquin had also been touched by the prisoner's persecution. During his own 
incarceration, the narrator of Prochain Episode seems to hear the haunting verses from 
the Sonnet on Chillon echoing through his mind. He retraces Byron's Suisse intinerary 
until he confuses the summer of 1816 within a certain summer of his own life. The dates, 
places and characters appear to merge and superimpose. It is for this very reason that 
Aquin describes "Pimaginaire comme une cicatrice". 
Les mots affluents devant ma vitre, engluent ce perimetre 
de memo ire dans 1'observation, et je chavire dans mon 
recit. L'hotel d'Angleterre, etait-ce un 24 juin ou un 26 
juillet; et cette masse chancelante qui obstrue mon champ 
de vision, est-ce la Prison de Montreal ou le Chateau de 
Chillon, cachot romantique ou le patriote Bonnivard attend 
toujours la guerre revolutionnaire que j 'ai fomentee sans 
poesie ? Entre cette prison lacustre et la Villa Diodati, dans 
une chambre divine d'un hotel de passage ou Byron s'est 
arrete,j'ai reinvente 1'amour. (P.E. 34) 
Aquin perceives Byron to be a double of himself in all his extravagances and 
misfortunes. Byron's "silhouette reveuse" (P.E. 72) haunts him everywhere he goes, 
from Villa Diodati to the Hotel d'Angleterre where the exiled poet spent a night before 
leaving for Italy and Greece. Aquin's identification to his model is so perfect that the 
"bel ete 1816" (P.E. 32) tends to be confused with the "evenements qui se deroulent dans 
un laps de temps donne entre son pays natal et son exil, entre un 26 juillet et un 24 juin" 
(P.E. 93). 
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Seul m'importe ce laps de temps entre la nuit de la haute 
ville et l'aube revolutionnaire qui a foudroye nos corps 
dans une chambre ou Byron, pour une nuit ecrite, s'est 
arrete entre Clarens et la villa Diodati, en route deja pour 
une guerre revolutionnaire qui s'est terminee dans 
l'epilepsie finale de Missolonghi. Seul m'importe ce 
chemin de lumiere et d'euphorie. (P.E. 35) 
Byron's death in Missolonghi was at least worthy of the noblest passion of 
his life: the passion for liberty. "L'epilepsie finale de Missolonghi" (P.E. 35) 
(Aquin's expression) inspired Lamartine's Le dernier Chant du pelerinage d'Harold 
(1825), an ode to Byron's last days in combat for Greek independence. Lamartine, 
whose true passion was politics, had been obsessed with Byron, an obsession shared 
by many Romantics, to the point of dedicating him one of his most famous pieces 
from Meditations entitled: L 'Homme: 
A Lord Byron 
Toi, dont le monde ignore encore le vrai nom, 
Esprit mysterieux, mortel, ange, ou demon, 
Qui que tu sois, Byron, bon ou fatal genie, 
J'aime de tes concerts la sauvage harmonie, 
[...] 
L'aigle, roi des deserts, dedaigne ainsi la plaine ; 
II ne veut comme toi que des rocs escarpes... 
[...] 
Et toi, Byron, semblable a ce brigand des arts, 
Les cris du desespoir sont tes plus doux concerts. 
Le mal est ton spectacle, et l'homme est ta victime. 
(Lamartine, Oeuvres poetiques completes 4) 
Perhaps Aquin saw a type of predestination in the fact that his name Hubert starts 
with the same intials as Byron's Childe Harold. This would explain why he chose to 
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name his Prochain Episode protagonist "H.de Heutz". The doubled "H" letter would 
symbolize l'Homme, his double, the neoplatonic mirrored reflection: The Romantic motif 
of the double reinterprets Neoplatonic imagery. It is through the means of mirrored 
images that man looks at his inner spirit. "II faut suivre ces images qui naissent en nous-
memes, qui vivent dans nos reves, ces images chargees d'une matiere onirique riche et 
dense qui est un aliment inepuisable pour 1'imagination materielle" (Bachelard, L 'Eau et 
les reves 27). Interestingly enough, in German the term "Heute" signifies "today," which 
would hence translate as Hubert the Man of the Hour! 
Prochain Episode's narrator follows Childe Harold's voyage in search of a 
better life, although the change that he seeks is a spiritual and psychological one. He 
projects his deep melancholy upon the beautiful Swiss lacustral scenery, where the other 
who resembles him like a brother, had once long ago contemplated his own reflection: 
Clear, placid Leman! Thy contrasted lake, 
With the wild world I dwelt in, is a thing 
Which warms me, with its stillness, to forsake 
Earth's troubled waters for a pure spring 
To waft me from distraction; once I loved 
Torn ocean roar, but thy soft murmuring 
Sounds sweet as if a Sister, voice reproved, 
That I with stern delights should ever have been so moved 
(Byron The Pilgrimage of Childe Harold, III, Ixxxv) 
The Prochain Episode narrator not only identifies himself with Harold the 
pilgrim and to the "noble bandit" Manfred, but also to the Corsaire, Trelawney 
(Byron's friend). He sees himself as, "un pirate dechaine dans un etang brumeux, 
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convert de Colt 38 et injecte d'hypodermiques grisantes.... (P.E. 25). Ferragus and 
his companions were also in Balzac's preface "des hommes trempes comme le fut 
Trelawney, tous fatalistes, gens de coeur et de poesie, mais ennuyes de la vie plate 
qu'ils menaient, entraines vers des jouissances asiatiques par des forces d'autant plus 
excessives que, longtemps endormies, elles se reveillaient plus furieuses" (Balzac 
Histoire des Treize 743). 
Aquin regards Byron to be his predestined soul mate whose teachings he will 
follow until the very end: "Si tu regrettes ta jeunesse, pourquoi vivre? Tu es sur une 
terre ou tu peux chercher une mort glorieuse: cours aux amies, et sacrifie tes jours! 
Ne reveille point la Grece, elle est reveillee; mais reveille-toi toi-meme!" (Lamartine 
Oeuvres poetiques completes 193). Lamartine translates these lines from Byron's 
Ode sur le 36e anniversaire de sa naissance, which he places as an epigraph in his 
poem: Le Dernier Chant de Childe Harold. Aquin's protagonist only hopes to die in 
the same glorious style and to be crowned as a great conqueror. 
However, to his great dismay he will discover that the great conquerors are 
mere political puppets. Byron retains exactly the same lesson after reading Gibbon's 
work on The Decline and Fall of the Roman Empire: 
There is the moral of all human tales; 
Tis but the same rehearsal of the past, 
First Freedom, and then Glory—when that falls, 
Wealth, vice, corruption,--barbarism is last. 
And history, with all her volumes vast, 
Hath but one page... 
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The Pilgrimage ofChilde Harold, (Chanto IV,cviii) 
The Prochain Episode narrator derives the same message, especially when he 
thinks back to the Uxellodunum battle. He finds comfort in knowing that all 
tyrannies come to an end, and that the ancient battlefields remain as eternal 
reminders. He wonders if this shall be true of the Saint-Eustache Patriot burial 
ground and the Plains of Abraham where Wolfe and Moncalm fell. Only time will 
tell! Prochain Episode is only a chapter in the national history and narrator's saga: 
Ce livre defait me ressemble. Cet amas de feuilles est un 
produit de l'histoire, fragment inacheve de ce que je suis 
moi-meme et temoignage impur, par consequent, de la 
revolution chancelante que je continue d'exprimer, a ma 
facon dans mon delire institutionnel (P.E. 92-93). 
He describes his novel as "le fruit amer de cet incident anecdoctique" {P.E. 
93) which led him to "une prison clinique" {P.E. 93). Childe Harold expressed 
himself in practically the same words when he says that he "feeds on bitter fruits 
without accusing Fate" (Byron, Childe Harold, III, 7). At the end of his pilgrimage, 
Harold wishes to live on the summit of Mount Alban (Byron, Childe Harold, IV, 
1572) and die in beauty: "With one fair Spirit for my minister" (IV, 1586). The 
narrator of Prochain Episode emits the same wish: "Que ce paysage m'emprisonne 
encore dans sa belle invraisemblance, et je mourrai sans amertume", {P.E. 37) while 
Aquin in his diary promises himself to "vivre encore un peu et mourir en beaute" 
{Journal 131). In K, his protagonist salutes Nature, the guardian and sole refuge 
from misfortune, much like Harold had tributed the infinite and eternal ocean where 
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man's cruelty no longer mattered: "There is a rapture on the lonely shore [...]/ I love 
not Man the less, but Nature more" (Childe Harold, IV, 1595-1598). 
Byron (Harold) is more than a literary road companion to Aquin and his 
protagonist. He has become their double, "le frere mystique que les Orientaux 
appellent Ferouer" (Nerval, Aurelia 16). Perhaps Aquin should have questioned the 
reasons behind this strange metamorphosis as Lamartine had done before him: 
Mais ou done est Harold? Ce pelerin du monde 
Dont j 'ai suivi longtemps la course vagabonde, 
A-t-il done jete l'ancre au midi de ses jours, 
Ou s'est-il endormi dans d'ignobles amours? 
Ai-je perdu le fil de mes sombres pensees, 
Qui marquent de mes pas les traces effacees, 
M'aidant a retrouver moi-meme dans autrui? 
Mysterieux heros ! e'etait moi, j'etais lui, 
Et, sans briser jamais le noeud qui les rassemble, 
Nos deux coeurs, nos deux voix, sentaient, chantaient 
ensemble; 
(Lamartine, CEuvres poetiques completes "Le Dernier 
Chant du Pelerinage d'Harold" 199) 
The Prochain Episode protagonist could have very well said like Lamartine: 
"C'etait moi, j'etais lui" with regards to his own doubles (Byron's Childe Harold and 
Manfred, Balzac's Ferragus le Chef des Devorants, Nerval's Desdichado). As we have 
seen previously, German Romanticism associated the "doppelganger" with fatality. 
Hence, it is not a mere coincidence that the narrator chooses to identify himself with 
these ill-fated characters: Byron who dies of fever in Greece; Manfred who tries to 
commit suicide; Ferragus who becomes dejected after the death of his daughter which he 
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indirectly causes; and El Desdichado, the unconsolable widower who becomes a recluse. 
Finally, the Prochain Episode hero, in a prison cell, also faces a similar and pathetic fate 
as he ponders suicide. 
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CHAPTER IV 
The Modern Day Adventures of a Rambling Knight 
The Knight in Combat 
In 1964, during the drafting of Prochain Episode, Aquin is confronted with a 
dilemma: "Trouver une action plutot qu'un personnage, une duperie ou une histoire 
d'amour ou un recit double d'un drame ou une mission" (Journal 267). 
Finally his narrator is a secret agent whose mission is to capture the enemy and 
dispose of him. The hunt will lead him through the Bern forests. However, most of the 
action unfolds in the Coppet Castle. We penetrate Prochain Episode as if it were in a 
forest path. The intrigue is divided, separated and engulfed within the dense network of 
subplots. Hence, the hero must find the forest clearing where the mythical castle 
structures immanently stand (Coppet, Chillon, Chateau d'Echandens, la Citadelle de 
Quebec, Buckingham Palace). The hero, is a type of modern-day knight, his mission is to 
organize a revolution which will bring freedom and happiness to his country. During his 
quest, he must solve an enigma that will shed light on history and on his own life. In 
most novels, a Holy Grail must be uncovered, since all novels have an element of 
mystery, a quest, an adventure and initially an invisible signification. Prochain Episode 
does not escape this rule. The narrator-hero discovers after many arduous trials and 
much suffering that the mystical Grail is unattainable. The circumstances will not permit 
him to accomplish his mission. He desperately considers suicide, "s'opheliser" (P.E. 22) 
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in the waters of Lac Leman or in the "fleuve" of his own writings as a desperate attempt 
to rouse consciousness and bring forth individual responsibility in the collective. 
The adventure undertaken by the narrator is a form of evasion and voyage of 
self-discovery. This journey towards self-actualization is a notion that Friedrich Schlegel 
attributed to be specifically Romantic: "Seule la poesie romantique peut devenir, pareille 
a l'epopee, le miroir du monde qui l'environne, Timage du siecle" (Gengembre 14). In 
Prochain Episode, the term "adventure" is used in an etymological sense. Past and 
present events leave the reader with an incertitude in relation to the immediate future. In 
this instance, the future shall be more distant than near since the protagonist is incapable 
of giving "une fin logique" to the events he retraces and "d'apposer un point final a son 
passe indefini" (P.E 167). However, he does know that his country's story remains 
unfinished, there shall be a next episode, even though he will not necessarily be the 
hero/or narrator, but only a link in the chain mail. Another one will be called to take his 
place, another hero's efforts will be rewarded and be crowned for his success. It is for 
this reason that the story line remains open, as seen in many adventures featuring knights 
who are destined to come in aid of the oppressed and forgotten. Lancelot du Lac 
particularity comes to mind, since he was the chosen one. Alas, the supreme joy of 
contemplating the Grail will not be his since it is unattainable. 
Not only does the protagonist in Prochain Episode identify his quest with 
Lancelot du Lac's, but the schema is almost identical to those of the Romans de la Table 
Ronde. After a fortuitous meeting with K. in the streets of Lausanne, he is catapulted into 
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an adventure through the German and Roman Alps during which time he must affront 
incredible risks and kill the revolution's enemy. He discovers love during "une nuit 
passionnee au fond d'un lit romantique" (P.E. 155) in a hotel room which was previously 
inhabited by another famous knight: Childe Harold (Byron). He undergoes many tests (in 
the Coppet Castle), however, he unfortunately fails during a conflict with the enemy who 
betrays him. His plight resembles Lancelot the Knight's whose quest was as well 
unattainable! Although good (honor and courage) wins over evil (the cruelty of felons 
and temptation), to reach his Holly Grail (independence for Quebec) he must be pure and 
without reproach. Lancelot du Lac, who committed adultery, was refused this privilege. 
It is also the case for Prochain Episode's narrator. 
His quest is set between two worlds and two civilizations: Europe and North 
America. Two Rivers: the Rhone and the Saint Laurence. Two lakes: Geneva lake and 
Leman. It is in this "liquidite inflationnelle" (P.E. 33) that the narrator dives in search of 
his "cadavre" (P.E. 10), only to discover in the end that the man who haunts him 
"Pennemi innomme qui le hante" (P.E. 34) is in fact his own image: "un guerrier nu et 
desempare" (P.£.139). Should we see in this symbolic image a reminiscence of his 
lectures? Nerval, conscious of his double identity, had particularly been impressed by the 
story of a knight who fought his own image, this is to say: "ce chevalier qui combattit 
toute une nuit dans une foret contre un inconnu qui etait lui-meme" (Amelia 16). 
Mais quel etait done cet esprit qui etait en moi et en 
dehors de moi? Etait-ce le Double des legendes, ou 
ce frere mystique que les orientaux appellent 
Ferouerl Une idee terrible me vint: "L'Homme est 
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double", me dis-je, "Je sens deux hommes en moi", a 
ecrit le Pere de l'Eglise (Nerval, Aurelia 16). 
This naked warrior, who battles against himself, is evidently an allusion to 
Lancelot du Lac, the White Knight, who combated the Man in Black and discovered that 
the black armor worn by his adversary was empty (Markale 301). Lancelot incarnates the 
ideal type of knight, a valiant warrior and perfect lover who possesses physical and 
spiritual strength. The combat against himself, and against the forces of evil, the 
suffering, are themes which can also be found in Prochain Episode. However, if 
Lancelot du Lac is capable of emerging from the subaquatic world to defend his 
kingdom, the unnamed narrator emerges from the Saint Laurence to the Suisse lakes to 
accomplish a similar mission. He feels a great responsibility towards his compatriots and 
asserts their right for independence: "la proclamation d'independence du Bas-Canada" 
(P.E. 145). 
This modern day knight does not circulate on a horse but at the wheel of a blue 
Opel which seems to travel at the velocity of a meteor. His quest is a double one. First, 
he must kill an elusive enemy who also drives "un cabriolet Opel bleu prussien" and must 
then use him as a Horse of Troy against the enemy stronghold: "servir de cheval de Troie 
pour investir la citadelle ennemie" (P.E. 115). "Le cheval de Troie a galope de nuit; et 
moi, je revais de realiser le meme exploit en plein jour" (P.E. 117). His pursuit of the 
Holly Grail is a type of literary game as seen in medieval legends. The path he takes will 
lead him to multiple impasses which will unfortunately not leave him unscathed. 
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"A l'aube de la revolution," as he is getting ready to "enfanter le tumulte" (P.E. 
138), our brave knight feels uneasy and senses inevitable turmoil: "Je suis envahi comme 
le champ de bataille que je prepare dans la febrilite" (P.E. 95). In order to storm the 
enemy fortress, he will need arms. Hence, he stops at Menndellsohn's antique store on 
Craig Street where he will discover General Colborne's pocket watch or the revolver 
"avec lequel Papineau aurait mieux fait de se suicider" (P.E. 161-62). These two objects 
symbolize for him a humiliating past and as a consequence he strongly feels propelled to 
avenge his ancestral countrymen. 
On Craig Street, he stops to admire a remarkable sword and saber collection. 
Regrettably, the price of these weapons is too high for his modest means. So he proceeds 
to examine the helmets and in particular "un armet Henri II d'un gabarit etonnant" (P.E. 
161), but he has no use for it. He continues to browse and finally comes upon an 
incredible find: "un bras d'armure au complet: gantelet, cubitiere et brassard. Ce bras 
disjoint, trempe dans le fer noir, avait une presence tragique et ressemblait au membre 
ampute d'un heros" (P.E. 162). Coincidently, this 16l century amputated limb happened 
to be black like Lancelot du Lac's armored adversary. The narrator attributes this 
discovery as a bad omen and has a presentiment of impending defeat. This is perhaps 
why he experiences shivers of horror as he imagines the disjointed arm hanging on the 
wall in his apartment. It is highly probable that, being a specialist on Roman wars, he is 
reminded of Cesar's Uxellodunum battle where all prisoners had their right hands cut off. 
Even before the battle, he has the distressing impression of having been wounded 
spiritually and physically: 
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La revolution que j'appelle m'a blesse. Les hostilites 
n'ont pas encore commence et mon combat est deja 
fini. Hors combat prematurement, evacue vers 
l'interieur de la ligne de feu, je suis un blesse de 
guerre; mais quelle blessure cruelle, car il n'y a pas 
encore de guerre selon la lettre. C'est la ma blessure. 
Mon pays me fait mal. (P.E. 95) 
Nevertheless, even if these signs foreshadow defeat, his fate is sealed. Since he 
cannot afford the ancient arms, the protagonist contents himself with a pocket watch so 
that he can measure lost time! He hastens to set its needles: "il etait exactement onze 
heures quarante-cinq. Mon temps etait venu" (P. E. 162). The time of the revolution had 
come. 
For a knight who prepares to battle, it is more than a coincidence that he should 
have as a double H. de Heute or Heutz. As we had said before, "Heute" in German 
signifies "today" and "now." Therefore, H. de Heute is The Man of the Hour! After all, 
he has been waiting "depuis la guerre de Sept Ans" (P.E. 95) to take action -- the battle 
which opposed France and Austria against the English and Prussians (1756 to 1763). It 
is a pertinent time in history for the hero, since it is during this period of time that the 
English drove Montcalm to his defeat (Plains of Abraham 1760). Three years later, the 
10th of February 1763, Louis XV yielded Canada to England by signing the Treaty of 
Paris. This humiliating date must not be forgotten which seems to also implicate the 
author: Hubert de Heute?! 
The hour of anarchy has arrived as he crosses La Place d' Armes and penetrates 
the church where M., his clandestine accomplice waits for him. He has a vague 
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presentiment that his revenge for the Plains of Abraham and St. Eustache will once again 
be delayed. The pocket watch he bought foreshadows a bitter ending since the case is 
"fait en Angleterre" and the inner workings "un mouvement Suisse qui tourne avec 
regularite eternelle" {P.E. 162). Is Quebec's fate subjected to eternal failure? Once again 
it seems to be doomed. The hero will be unable to accomplish his mission, since he is 
followed by the RCMP ("l'escouade anti-terroiste") and arrested as soon as he enters the 
church. From there he is sent to jail for illegal weapon possession: the "Mauser" revolver 
with which he intended to kill H. de Heutz {P.E. 120)!: "Fini le projet toujours 
recommence d'un attentat et le plaisir indecent de marcher dans la foule des electeurs en 
serrant la crosse fraiche de l'arme automatique qu'on porte en echarpe" {P.E. 35). His 
latest defeat is a great source of humiliation as history once again repeats itself, but he 
will have to avenge himself. 
In fact, "l'ennemi" {P.E. 84) he chases through the winding roads of the Bern 
forest is none other than himself. A storyline which greatly resembles the Knight 
Lancelot du Lac's grueling Broceliande adventure: "Moi, agent revolutionnaire, j'etais en 
quelque sorte deguise en H.de Heutz, revetu de sa cuirasse bleue, muni de fausses 
identites et porteur de ses cles heraldiques" {P.E. 115). It is under his enemy's guise, 
"sous son espece," that he sneaks into the living room of the Chateau to kill his double 
"imposteur" {P.E. 84). This is what he refers to as "faire du contre-deguisement" : "Je me 
deguise en victime du meurtre foudroyant que je vais commettre. Je prends sa place au 
volant d'une Opel bleue, je serai bientot dans ses meubles : c'est tout juste si je ne me 
mets pas dans sa peau" {P.E. 116). This statement is rather an ironic one, since the 
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persona which he wishes to assume and destroy is his own mirror image: "le miroir a 
suicide" (P.E. 35). This mirror reflects the many masks he possesses: H. de Heutz alias 
Carl Von Ryndt alias Francois-Marc de Saugy" (P.E. 116) who is a banker by profession 
"un certain banquier qui s'occupe des guerres africaines de Cesar et abandonne ses deux 
fils a Liege pour devaliser les banques Suisses" (P.E. 157). 
Though the hero possesses many of the chivalrous qualities found in legendary 
knights, risking his own life for his country, his quest is doomed because he has 
committed a grave fault. He did not hesitate to abandon his wife and two children in 
order to follow K., the blond temptress. Hence, he is deemed as unworthy of receiving 
the Holly Grail as in Lancelot's case. It is true that this error is pardonable but, in his 
case, it will leave deep scares which will never heal. According to the medieval legend, 
it is Galahad, the son of Lancelot, who proved to be a knight beyond reproach and 
brought back the Grail. For separatist Quebecers, the hero responsible for the next 
episode of their national history is still awaited. 
For the sake of argument, let us go back to the reoccurring image of the "guerrier 
nu." He appears to the narrator in the grand salon of the Coppet Chateau enshrined in the 
sculpted Louis XIII dresser: "Ce guerrier, n'a d'autre armure que sa beaute, et sa plus 
grande force est peut-etre de se presenter nu devant l'ennemi" (P.E. 134). This picture 
carved in wood immediately seduces the hero "comme la peau d'une inconnue." While 
he waits for H.de H. arrival, the esthete takes advantage of the opportunity to admire such 
a remarkable piece of furniture: 
I l l 
J'ausculte le corps du guerrier nu: tres beau! J'admire sa 
forme elancee en equilibre instable et le port majestueux de 
sa tete. Contre qui se jette-t-il ainsi en brandissant, comme 
une arme unique, sa lance a outrance ? Tout autour du 
medaillon, une frise sculptee tient lieu d'arc de triomphe au 
guerrier. Deux cariatides encadrent la porte a medaillon et 
donnent au corps superieur du buffet 1'aspect d'un 
tabernacle profane pose sur son autel. Le guerrier solitaire 
yestDieu. (P.E. 124) 
According to mythological legends, Lancelot du Lac is a Celtic god whom Julius 
Cesar refers to as the "Mercure gaulois" (Markale 19). The expert in medieval studies, 
Jean Markale, describes him as being a supreme being: "un ancien dieu devenu heros de 
legende, dechire entre toutes contradictions, accable par son desir de purete, submerge 
par sa folle passion pour la reine Guenievre, eternel pecheur prive de la joie supreme 
qu'est la contemplation du Graal, et pourtant le meilleur chevalier du monde" (Markale 
19). 
In the Irish tales, Lancelot owned a magic spear given to him by the Dame du 
Lac, "la Lance d'Assal," a flamboyant arm that never missed its target. Hence, the 
provenance of Lancelot's name becomes clear. Lancelot is undoubtedly a French term 
which proves that Chretien de Troyes--the first to name him as such—knew the 
mythological origin of this character (Markale 18). The same can be said about Hubert 
Aquin who arms his warrior with an outrageous spear: "lance a outrance"(.P.£'. 124): "Au 
Moyen Age "outrance" etait employe dans le contexte du combat dans les locutions 
"mener a outrance", "mettre hors de combat", "mettre a outrance"—Puis dans 
l'expression "combat a outrance"—Le mot exprime une idee d'opiniatrete sans repit 
jusqu'a 1'elimination de Tadversaire" (Le Robert Dictionnnaire historique de la langue 
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franqaise 1395). We thus comprehend why his narrator would show such a great interest 
for swords and sabers. 
After having contemplated the carving of this naked warrior, he focuses his 
attention on a lacquer chest on which unfolds "un combat entre deux soldats en armure, 
dans une fulgurance de bleus degrades et de vermeil" (P.E. 127). This scene is painted in 
tones of blue like H. de H.'s Opel. He becomes completely enraptured with the armored 
soldiers who seem frozen in combat. It is undoubtedly a prefiguration of the events to 
come: 
Les deux guerriers, tendus l'un vers l'autre en des postures 
complementaires, sont immobilises par une sorte d'etreinte 
cruelle, duel a mort qui sert de revetement lumineux au 
meuble sombre. (P.E. 127) 
Moreover, as if by mere coincidence, a rare engraving of "General Wolfe's 
Death" by Benjamin West hangs over the chest (P.E. 128). It is here between the Henry 
II dresser and Regency period chest that lays an enigma, "une enigme troublante," which 
must be solved in order to achieve the Holy Grail. He tries to not be side-tracked by the 
beauty of this sumptuous residence and by the desire to live surrounded by such exquisite 
objects of art. His revolutionary ardor is stamped out as he lives for a brief but happy 
moment in opulence and refinement: 
C'est ici vraiment que j'aimerais habiter [...]. Comme il 
doit faire bon habiter ici et disposer de cette grande piece 
eclairee par la vallee du Rhone [...]. J'ai peine a ne pas me 
conformer a cet interieur qui invite au repos [...]. Ah, 
vraiment je veux vivre ici, dans cette retraite empreinte de 
douceur et ou s'exprime un vouloir vivre antique qui ne 
s'est pas perdu. (P.E. 124-25-26) 
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The furious and criminal folly, which had previously overtaken him during the car 
chase suddenly seemed inappropriate now that he sits comfortably in a Louis XV chair. 
In this refined atmosphere, he risks forgetting entirely the goal of his mission and bitterly 
reproaches himself for his moral conformism: "Le luxe remarquable et le bon gout de ce 
chateau me hissent a un niveau de hantise qui m'etait inconnu : le plaisir d'habiter une 
maison peut done ressembler a la complaisance ebahie que j'eprouve dans ce salon ample 
et majestueux" (P.E. 128). 
However, he is jolted back into his former mission mode when he finds Colonel 
Stoffel's Histoire de Jules Cesar et les Guerres civiles. As he leafs mechanically through 
the book, he discovers "un ex-libris anonyme [...] plus indechiffrable qu'anonyme" (P.E. 
130), which he deduces to be the key to unscrambling the enigma given to him by K.. 
This book reminds him that he must go forth with his original plan: 
"tuer H. de Heutz proprement, sans hesiter et, aussitot fait, degager 1' Opel bleue du 
garage" (P.E. 130). 
Entre cet ouvrage d'histoire militaire et la conference que 
H. de Heutz a donnee hier soir a Geneve sur la bataille de 
Genaba qui a oppose Cesar aux braves Helvetes, il y a un 
lien incontestable, de meme qu'il existe une correlation 
probante antre l'homme et cet ex-libris faussement 
anonyme7 (P.E. 131). 
7
 Aquin in true Romantic fashion has correlated history with the hero's symbolic quest: "les romanciers 
empruntent au cadre historique contemporain ou passe l'epaisseur de verite qui fait que le roman peut 
representee au-dela de son heros fictif, toute une societe" (Fragonard 65). 
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Meanwhile, as he attempts to decipher the mysterious ex-libris, the duel between 
the two lacquered warriors takes on a gloomy and foreboding aspect. This is a signal that 
the waiting has finally ended and that the combat is about to commence. Will it end with 
H. de Heutz's murder, the dweller of this splendid sarcophagus like palace, or with his 
own death? Curiously enough, the roles have become reversed. We learn that H. de 
Heutz is the author of the cryptogram and is also pursuing the narrator. However, 
paradoxically, the more H. de H. escapes him the more they are drawn closer. So much 
so that he has a strange presentiment of being on the verge of finding himself face to face 
with him. This encounter resembles the myth of Narcissus, the narrator's split 
personalities are about to be reflected on the tranquil waters of the lake. His double is his 
brother and enemy: "La relation qui s'est etablie entre H. de Heutz et moi me laisse 
songeur, depuis que je me suis introduit de plein gre dans ce beau repaire qu'il habite" 
(P.E. 134). Their relationship is fraternal and fratricidal, since the narrator fights against 
his own image, as Lancelot du Lac who fights naked against his own armor: 
Pendant qu'il me cherche, je glisse mon arme sous son 
armure: je decouvre son flanc nu et sa chair etale de 
guerrier. C'est sa peau meme que je touche de mes doigts 
febriles quand j'effleure le velours de Genes qui revet la 
texture indecente de sa presence reelle qui m'est revelee 
par la surface voilee du guerrier nu. (P.E. 146) 
The fatal meeting point of the two adversaries in the castle shall be restricted to 
one particular area: 
Notre rencontre entre la credence Henri II et la porte a deux 
vantaux, champ de bataille reel borde au sud par la grande 
armoire italienne et la commode de laque, et au nord par la 
cimaise qui longe le hall depuis la porte d' entree jusqu'a la 
retombee de plafond sous laquelle se trouve la porte deja 
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ouverte qui communique avec le garage, et par ou je 
partirai. (P.E.U6) 
The battleground, which the narrator minutely describes, is similar in nature to the 
precise detail given by Cesar during the pre-war maneuvers of Uxeldonumum which 
were described by Hirtius, Cesar's secretary, in his Commentaires de la Guerre des 
Gaulois. Let us not forget that the narrator must resolve an enigma whose code can be 
found in "le recit de la bataille d'Uxellodunum par Stoffel (P.E. 149), and that his double, 
H. de H. belongs to the Roman Suisse Historical Society. However, the true mystery lies 
in the fact that we still do not know, in spite of the multiple strategies detailed by Hirtius, 
the exact location of the Uxellodunum stronghold. The Gaulois had their civilization at 
stake, since the Romans engulfed their culture. Aquin wonders if this shall be the case 
for Quebec! 
In front of this "mobilier funeraire" (P.E 137) the narrator feels as if he has 
entered H. de Heutz's body. He incredibly enough blends amongst the characters in the 
war scenes of the engraving and embossed furniture: "secretement j'entre en lui, me 
melant indistinctment aux guerriers qui revetent ses meubles et au general Wolfe qui 
agonise devant Quebec" (P.E. 146). 
The identification process has been accomplished and only now can the combat 
begin: "dans le desordre le plus honteux" (P.E. 138). At this stage of the narrative, the 
hero is very confused since he does not remember who he is. He seems to be like an 
actor who has forgotten his lines and improvises a dramatic game. He is no longer 
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conscious or in control. However, he is certain to have shot H. de Heutz, but he cannot 
attest to have killed him or not. In fact, he is almost certain that his adversary is still 
alive. He does not even know which part of the body he shot. The only thing he is certain 
of is that his enemy reached for help before falling in a heap on the floor. As for himself, 
he fled to his blue Opel and only realized when he reached the terrace of l'hotel 
d'Angleterre that he had missed his rendez-vous with K. Therefore, he had failed to kill 
the enemy and had missed his chance to be with K. Thus, the narrator's saga draws to an 
end, the revolution barely had time to begin before being extinguished. We ultimately 
learn that the police have arrested him. His plight is similar to Orpheus's who turns 
around at the moment he reaches light and, as a consequence, loses Eurydice forever: 
Me voici defait comme un peuple, plus inutile que tous mes 
freres: je suis cet homme aneanti qui tourne en rond sur les 
rivages du lac Leman. Je m'etends sur la page Abrahame 
et je me couche a plat ventre pour agoniser dans le sang des 
mots. (P.E. 167) 
He is no longer a desirable member of le Rassemblement de T independence 
nationale, a kind of round table that reunited a society of men who were free and equal. 
He feels betrayed by his fraternity and only foresees one option in order to redeem 
himself: "Me suicider partout et sans relache, c'est ma mission" (P.E. 25). Now, 
condemned to sixty days in a high-security asylum, he will have to be contented in 
pseudo suicide, established through the act of writing: "le sang des mots." He feels 
ostracized "un homme aneanti," "desespere," "emprisonne dans sa folie" (P.E. 27) who 
turns in circles in his cell when: "La violence m'a brise avant que j'aie eu le temps de la 
repandre. Je n'ai plus d'energie ; ma propre desolation m'ecrase. J'agonise sans style, 
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comme mes freres anciens de Saint-Eustache. Je suis un peuple defait qui marche en 
desordre dans les rues..." (P.E. 139). Much like his medieval double, Lancelot du Lac, 
who failed to lead his Kingdom to the Holy Grail, he is painfully aware that he will not 
get a second chance. 
In the narrator's subconscious, Lancelot du Lac becomes superimposed with Childe 
Harold (Byron), who had come to the same Suisse shores demoralized and exhausted as 
described in Lamartine's Ressouvenir du Lac Leman: "[...] comme un lutteur fatigue du 
combat, pour saigner et mourir, sur tes rives s'abat [...] (CEuvrespoetiques completes 
221). 
So great are the similarities between Byron who comes to the shores of Lake Leman 
to die and Aquin the "guerrier nu et desempare" {P.E. 139) that it cannot be simply 
coincidental. Aquin sees himself as having been abandonned and forgotten. He is "un 
prisonnier sans poete qui le chante" (P.E. 34)! This is perhaps a subtle invitation for a 
national bard to sing his misfortunes, as Lamartine had paid Byron homage and Byron 
the Prisoner of Chillon in his powerful verses! 
Aquin writes in his Journal intime that "Le double jeu n'est permis que s'il est puni" 
(Journal 218). In the case of the narrator, his punishment is not finding "une fin 
logique" (P.E. 167) for the dive within the subconscious, within history and events he 
experienced and the ones he only imagined. He was not able to put an end or "un point 
final a son passe indefini" (P.E. 167) and to his eternal "noyade qui date deja depuis 
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plusieurs generations" (P.E. 36). Hence, he is damned to perpetually haunt and "tourner 
en rond sur les rivages du lac Leman. It is there, that he looks with indifference at his 
casket "cercueil" (P.E. 7) sinking to the bottom of Lake Leman. Nature becomes a 
refuge from society. It is true that "l'esprit romantique se confie plus aisement a un lac 
qu'a un ami en chair et en os. C'est bien la le signe, a la fois, du dedain des romantiques 
pour l'univers social et du gout de ces poetes pour la meditation, pour un retour sur soi 
que la Nature, comme un miroir, ne fait que favoriser" (Crouzet 1433). 
The Knight and the Lake Leman Lady 
Et je me noierai une fois de plus, aufond d'un lit chaud et 
defait, dans le corps brulant de celle qui m'a gorge 
d'amour entre la nuit d'un hasard et la nuit seconde, entre 
le fond noir du lac de Geneve et sa surface heliaque (P.E. 
34). 
Byron under the mask of Childe Harold stated that "L'amour est un piege" 
(Du Bos 205). The narrator in Prochain Episode feels the same way as he waits in vain 
for K at the Hotel d'Angleterre terrace, the same stomping grounds Byron had frequented 
a century before. The narrator trusts K only to be betrayed by her. He realizes too late 
that she was destined to play a dual role, he wonders whether "la femme blonde" he 
caught a glimpse of at the side of H. de H. is in reality his own partner: "Chose certaine, 
K m'a mis sur une piste absolument etonnante, les indications qu'elle m'a donnees se 
revelent troublantes" (P.E. 138). Unfortunately, he becomes aware of the sad truth after 
the event: 
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C'est curieux je ne me suis meme pas demande si ce billet 
bleu n'etait pas une machination ennemie dont le seul but 
etait de precipiter mon retour a Montreal et, par voie de 
consequence, ma capture dans une eglise. A aucun 
moment, je n'ai mis en doute l'authenticite de ce message. 
(P.E. 170) 
On his return to Quebec he has the unpleasant surprise to find the network 
short-circuited by an anti-terrorist brigade and, to make matters worse, he is shortly after 
arrested. His only recourse is to transpose in art what love has broken: "A force de 
t'ecrire, je vais toucher ton ombre noire, noire magie, amour" (P.E. 20). She lures him 
with her charms much like the mythical Celtic women who attracted their victims 
through their strange, mysterious and terrifying powers. K gives him the orders to follow 
H. de H. and the task to decode a mysterious message, but deceives him in the end. The 
enemy she has instructed him to kill is none other than himself! It is symbolically a 
rendez-vous with death.... 
Her character cannot be reduced to one unique role since her function in 
Prochain Episode is largely based on duality. Like the narrator who possesses multiple 
facets, she too personifies the double. In fact, she is his other half, his twin! In order for 
the narrator to become a complete being he needs the female counterpart: "Dans notre 
plaisir germaient nos projets de revolution" (P.E. 31). A possible word play for 
"germaient" and "germains": they are fraternal twins in the revolution which unites them 
but inexorably also separate them. 
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Much like Prochain Episode's protagonist (and Byron's Childe Harold and 
Manfred), Aquin needed someone to love in order to feel whole and alive, however he 
was unlucky in this domain. The pages of his Journal are filled with his "rage d'aimer" 
and his "frustrations." He feels "ampute" when his love is not reciprocated: "La tragedie 
de 1'amour: Y a-t-il d'autre sujet pour un romancier? D'autre aventure pour une vie 
d'homme ?" {Journal 132). He dreams of writing a novel that will show "l'absolu 
desespoir d'aimer et l'absolue extase des deux amants" and all those "folies inventees 
pour se perdre et se retrouver, pour s'atteindre—La folie de la mort" {Journal 133-134). 
One night, at the Paris Opera House, he is profoundly impressed by 
Wagner's Tristan andIseult and he realizes at last 
[...] ce que c'est l'envoutement supreme et dechirant du 
chant d'amour. II n'est pour moi pas de musique plus 
exaltante, pas de chant qui serve a ce point la passion 
d'aimer qui git au fond de l'homme. Cette rencontre est la 
rencontre absolue, l'extase divine d'aimer et d'etre aime 
dans un monde fatalement hostile. {Journal 117-118) 
As a consequence he gets a sudden urge to write a novel inspired by Tristan and Iseult's 
story which he would call "La Rencontre." He feels he now knows the true meaning of 
love: 
[...] cet axe au centre de nos vies, le frere mortel que nous 
cherchons sur toutes les routes, que nous appelons comme 
notre sort, cette ame qui est notre salut, notre extase, la fin 
et le debut de tout, 1'extreme espoir et l'infini sans retour de 
la passion apaisee. Iseult je te cherche, si tu es au bout du 
monde, au-dela des mers, j'irai te chercher et t'offrir mon 
destin, mourir de desir a tes genoux. {Journal 117-118) 
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Aquin (Tristan) vows to serve K (Iseult) as his sovereign even before having 
met her. His love is fashioned after the tradition of courtly love: he is ready to risk his 
life for the lady he has vowed his undying love. He will go off in search of his soulmate 
not mounted on a horse but aboard a racecar. 
* * * * 
His first encounter with K takes place "entre un 26 juillet violent et un 4 
aout funebre, anniversaire double d'une double revolution : celle qui a commence 
dangereusement et l'autre, secrete, qui est nee dans nos baisers et par nos sacrileges" 
(P.E. 30-31). By sacrilege, he alludes to forbidden love: "Dans notre plaisir apostasie, 
germaient tous nos projets revolutionnaires." Since they are condemned to hide their 
"etreinte interdite", they exchange their first "serments voluptueux et tristes" (P.E. 31) in 
the privacy of a car parked on l'ile Sainte-Helene. That night the rain beats down on his 
vehicle. This gives him the impression of being in Venice. Even K's hair is 
saturated "d'eau-forte" : "Je n'ai pas besoin d'aller a Venise pour savoir que cette ville 
ressemble a ta tete renversee..." (P.E. 31). The car, sealed against the battering rain is 
the prefiguration of the "bathyscape" (P.E. 33) and the "submersible ferme" (P.E. 72) 
which illustrates the narrator's claustrophobia in his prison cell. 
K is reminiscent of the Dame Blanche in Arthurian tales who usually 
appears in the vicinity of water sources and receives her divine power from her water 
element. According to the medieval legend, La Dame du Lac steals Lancelot and plunges 
with him into the lake where she bestowes upon him magical powers. There is an 
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inescapable connection to water that is simply not true of other elements like fire or air, 
where the Arthurian sorceresses are concerned. When finally released, eighteen years 
later, Lancelot emerges from the water essentially reborn, no longer a man but an 
extraordinary being. He encompasses both male and female androgynous qualities. Love 
for the Romantics appears as "the reconstitution de l'etre primitif, de l'androgyne qui 
annule la barriere, la separation mutilante entre les sexes. L'amour devient un principe 
divin qui acquiert des droits imprescriptibles superieurs aux lois" (Gengembre 97). 
The narrator of Prochain Episode foresees a similar destiny to that of 
Lancelot's. He is sure that in the end he will accomplish his mission and finish his story 
in apotheosis: "Tout finira dans la splendeur de ton ventre peuple d'Alpes muqueuses et 
de neiges eternelles (P.E. 173-74). There, from K's "womb," a new life will begin. 
The water sprite is a common figure in German and French Romantic poems 
(the blond "Lorelei" of Heine and Brentano; the "Ondine" of Bertrand Aloysius): 
Les premieres annees du XIXe siecle sont celles du retour 
aux sources legendaires de la nation allemande (contes de 
Grimm, legendes des bords du Rhin, personnages 
fascinants de la Lorelei et des ondines dont la magie 
seduira longtemps les poetes et les conteurs romantiques 
francais comme Hugo et Nerval et inspira nombre de 
musiciens, celles des evocations chevaleresques de 
Friedrich de la Motte Fouque intitules Ondine en 1812, 
celles des evocations chevaleresques d'Hoffmann, dont les 
Contes etranges et inquietants auront une influence 
decisive sur Nodier, Gautier, Nerval et sur Balzac meme. 
("Le romantisme" Hachette 2001 Multimedia Yahoo France) 
Hence, the Lorelei is secret, unattainable and only brings misfortune to those 
who approach her. In Prochain Episode, the blond K plays the Lorelei mermaid role. 
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The narrator refers to her as "les eaux sereines" (P.E. 38), another word play for "sirene." 
The mermaid legend which originates from Celtic and German tradition portrays the lure 
of the aquatic siren as nefarious. She personifies beauty and treachery. This mythical 
figure is depicted with long blond tangled hair, which is said to be the source of her 
power. The narrator is under K's spell: "Tes cheveux blonds ressemblent au fleuve noir 
qui coule dans mon dos et me cerne" (P.E. 158). 
The reconstitution of the past and the evocation of a woman once loved are staged 
amongst fluid and liquid elements much after the fashion of Romantic poets (Heine, 
Novalis, Coleridge, Shelley, Lamartine, Aloysius Bertrand....): "Personnages et 
souvenirs se liquet! ent dans 1'inutile splendeur du lac alpestre ou je cherche mes mots" 
(P.E. 11). The water and "le lit fluvial" are metaphors and obsessions which serve to 
portray his drowning, "noyade" and failure, as a revolutionary and lover. 
The second encounter with K takes place twelve months later in Lausane. 
They have a quiet breakfast "a la hauteur du miroir liquide qu'une haleine brumeuse 
voilait encore" (P.E. 31). Now, he wants to drown himself "dans le corps bralant de 
celle qui l'a gorge d'amour" (P.E. 34): "C'est la revolution qui nous a reunis dans un lit 
geant au-dessus du fleuve natal, comme elle nous a reunis dans une chambre de l'Hotel 
d'Angleterre" (P.E. 138-39). There is an inescapable connection in romantic literature 
with water where "ondines" are concerned. In K's environment the narrator 
metamorphoses into a water-sprite: "Je me noie. Je m'ophelise dans le Rhone. Ma 
longue chevelure manuscrite se mele aux plantes aquatiles [...] tandis que je glisse entre 
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les deux rives echancrees du fleuve cisalpin," he cries out (P.E. 22)! Nothing is what it 
seems to be; he hides behind the multiplicity of his character and the lake is a type of 
enchanted delusion. 
K is his sole reason to live, but also his reason to die: "Ou est-il le pays qui te 
ressemble. Mon vrai pays natal et secret, celui ou je peux t'aimer et mourir ?" (P.E. 78). 
The failed revolution is more than he can bare and he wishes to escape this dark reality 
by "un beau suicide" on the shores of Lake Leman where Byron once walked during his 
1816 exile. K will not be present at their next rendezvous. He will wait for her in vain. 
Shattered and distressed he rues the day he met her. The melancholic waters cry with 
him and finish by tempting him with death. His only recourse is the act of writing which 
permits him to remember their impetuous last reunion, but even then, his memory of her 
dwindles with the passing time: 
Les mots qui s'encombrent en moi, n'arretent pas le 
ruisseau clair du temps fui de fuir en cascades jusqu'au lac. 
Le temps passe repasse encore plus vite qu'il avait passe ce 
matin-la, dans notre chambre de l'Hotel d'Angleterre avec 
vue sur le glacier disparu du Galenstock qui descendait un 
jour sur la terrasse de Photel a l'endroit meme ou K et moi 
nous nous etions assis a l'aube. Glacier fui, amour fui, 
aube fugace et interglaciaire, baiser enfui tres loin sur 
1' autre rive et loin aussi de la vitre embuee de mon 
bathyscaphe qui plonge a pic sous la fenetre de la chambre 
ou Byron a pleure dans les stances a Bonnivard et moi dans 
la chevelure doree de la femme que j'aime. (P.E. 33) 
These lyrical lines are reminiscent of Lamartine's "Le Lac," the famous poem 
based on the fruitless rendezvous with Elvire on the shores of Lake Bourget. From this 
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heart wrenching experience, the Romantic French poet writes an ode to his lost love that 
has died: 
Le temps m'echappe et fuit; 
Temps jaloux, se peut-il que ces moments d'ivresse, 
Ou 1'amour a longs flots nus verse le bonheur, 
S'envolent loin de nous de la meme vitesse 
Que les jours de malheur ? 
(Lamartine Mediations 88) 
For Lamartine, "le lac amoureux ne cesse de rencontrer un rival: le temps 
jaloux qui cherche toujours a entrainer l'amour vers sa perte, vers 1'oubli" (Trepanier 33). 
This is also true for Aquin. Romantic writers are known to describe "la fuite du temps" 
which slips away, escapes and vanishes forever. "Le temps est en fait l'ennemi du 
sentiment amoureux" (Trepanier 33). 
Aquin's last mistress confirmed that K was a composite of all the women he 
had loved, including herself: "Oui, je suis l'amour, mais K c'est une transposition 
litteraire quand meme, une constellation feminine" (Yanacopoulco Aquin qtd in 67). 
Indeed, K incarnates the mother country, the lover, the mermaid, the mysterious force 
that pulls him to the bottom of the lake. Prisoner of K's "etreinte venerienne", he finds 
himself "nu et desarme" (P.E. 33-34). The vulnerable "nu et desarme" lover and warrior 
is a recurrent theme in Prochain Episode. The sculpted medallion found in the Coppet 
Chateau prefigures the defenceless combatant in the face of destiny. Aquin's definition 
of love reinforces this idea of vulnerability: "Ce n'est pas de l'envoutement physique, ni 
une sorte de fatalite de la passion [...] mais un lien total, une emprise sur tout, une sorte 
d'union nue ou je suis - en tout point - vulnerable et conquis" {Journal 174). 
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There is no epic story without Lady Love. Aquin's novel story is an adaptation of 
the knighthood rites of the "Fin' Amor" code, a pledge that rimes with death (La Mort) in 
homophonic fatality! "Tous les romans gravitent autour de quelques mythes essentiels" 
{Journal 121). Aquin writes in his diary: "Oh, comme j'ai hate d'entreprendre pour de 
bon ma genese et de commencer cette epopee archetypale par les mots "Au 
commencement...."(Journal 189-90). Indeed, Prochain Episode has become the 
realisation of such a wish. 
The novel is inhabited by two water-sprites who swim in aquatic symbolism. "Au 
niveau du lac amer" (P.E 32), "au fond de cette liquidite inflationnelle" (33), the narrator 
discovers, «dans une seule etreinte bouleversante, K's voluptuous "rivage membrane" 
where he said it would have been better to die (P.E. 33). The theme of water is a central 
element for the Romantics as the French philosopher, Gaston Bachelard, demonstrated in 
L 'Eau et les Reves, Essai sur I 'imagination de la matiere, a study that Aquin read a few 
years before writing Prochain Episode (Journal 224). Bachelard analysed mostly 
Romantic authors who used the water element metaphorically: Lamartine, Nerval, 
Shelley, Byron, Swindburne, Tieck, Wordsworth, Coleridge, Keats and Novalis, Edgar 
Allen Poe. 
The fluid element is inextricably bound with other major concepts such as the 
imaginary, for it is presumed to be the faculty which enables us to read nature as a system 
of symbols. For Bachelard the psychology of water, the "psychisme hydrant" in literary 
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works, especially in the case of Byron, is a dynamic communion between the swimmer 
and the waves: "Le nageur fait vraiment face aux flots, alors '"les vagues, dit Byron dans 
Childe Harold, reconnaissent leur maitre"' (Bachelard 229). K in Prochain Episode, is 
the female goddess who dominates the lakes and the rivers and eventually turns against 
the narrator/actor who represents the male god of blood and revolution. 
The intrigue is situated on the shores of Lake Leman. It is a world dominated by 
an overwhelming sensation of clausterphobia. The narrator feels "enferme", "comprime", 
"sequestre", "encaisse dans sa barque funeraire" (P.E. 22). It is where death is prolonged 
between alternate diving and resurfacing and a succession of drownings "les noyades" 
(P.E. 22). 
The material element which brings life to this poetic, esthetic, political and 
romantic adventure is the predominance of water. The author admittedly created this 
desired effect: "la thematique fluante qui constitue le fil de l'intrigue" (P.E. 22). 
According to Bachelard, there is always a predominance of one of the four elements in 
the works of certain novelists. 
Pour qu'une reverie se poursuive avec assez de Constance 
pour donner une oeuvre ecrite, pour qu'elle ne soit pas 
simplement la vacance d'une heure fugitive, il faut qu'elle 
trouve sa matiere, il faut qu'un element materiel lui donne 
sa propre substance, sa propre regie, sa poetique specifique. 
(Bachelard 5) 
The material element that gives Prochain Episode its own substance and specific 
poetry is the predominance of water, a particular characteristic seen in many Romantic 
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poets. For some of them, water is obsessional as in the case of the narrator whose 
memories and dreams are dominated by the imagery of water: 
Coince dans ma sphere close, je descends, comprime, au 
fond du lac Leman, et je ne parviens pas a me situer en 
dehors de la thematique fluante qui constitue le fil de 
1'intrigue. Je me suis enferme dans un systeme constellaire 
qui m'emprisonne sur un plan strictement litteraire, a tel 
point d'ailleurs que cette sequestration stylistique me parait 
confirmer la validite de la symbolique que j 'ai utilisee des 
le debut: la plongee (P. E. 22). 
The "thematique fluante" (revolution and love) is marked by a "symbolique de la 
plongee" (through collective and individual memory) which undoubtedly leads to a 
"sequestration stylistique" (the act of writing and history are inextricably bound): 
"Encaisse dans ma barque funeraire et dans mon repertoire d'images, je n'ai plus qu'a 
continuer ma noyade ecrite" (P.E. 22). Hence, the only recourse is to continue "d'ecrire 
sur cette feuille et plonger sans espoir dans un fantome qui m'inonde" (P.E. 24). 
Writing is his sole recourse to fight the waves of the "spleen" and console a 
broken heart: "Je descends asphyxie dans un vaisseau d'obsidenne, emporte sans bruit 
dans un courant imaginaire qui passe devant la terrasse de l'hotel d'Angleterre ou je 
meurs d'amour" (P.E. 69). He interminably returns to these shores haunted by the 
Captive of Chillon and K., who incarnates the new Eurydice, loved and lost: a morbid 
mirror image that is more often than not illusory and unattainable. This troubling and 
treacherous image of the aquatic woman is typical of the Romantics. 
129 
This obsession with regards to the water in relation to "le Moi" covers diverse 
aspects of the novel: historical, literary, love and intrigue. The water imagery is the 
representation of the subconscious of the narrator. His continuous dives and surfacing in 
the waters of Lake Leman and the Saint Lawrence River can be linked to the mythic 
figure of Narcissus who drowns himself in his adored mirror reflection. 
Aquin's narrator placed his scenario around diverse bodies of water which 
represent the mirror of his own soul and Quebec's as he searches for his identity: "C'est 
autour de ce lac invisible que je situe mon intrigue et dans l'eau meme du Rhone agrandi 
que je plonge inlassablement a la recherche de mon cadavre" {P.E. 10). All characters 
and souvenirs seem to merge in the alpine lake. 
It is Gaston Bachelard who first coined the phrases "complexe de Caron" and 
"complexe d'Ophelie" with relation to water and death. The melancholic water imagery 
of Prochain Episode translate the angst and incertitude of a man on the verge of madness 
and suicide who searches in his writings for a possible form of evasion. 
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Conclusion 
The purpose of this thesis was to retrace the Romantic intertextuality in Prochain 
Episode, a novel described as "un roman metisse, une variante desordonnee d'autres 
livres ecrits par des ecrivains inconnus (P.E. 90). "Variante" is another word that Aquin 
frequently uses to confirm the impossibility of being original. Everything has already 
been said or written. 
In the case of Prochain Episode, Aquin chooses the Romantics as his inspiration, 
the writers he often cites are Balzac and Byron and their protagonists (Ferragus, Childe 
Harold, Manfred, Bonnivard). In them, he sees similarities of destiny and a model that 
will liberate his imagination and the memory of his triple failure as a parent, 
revolutionary and lover. Conceivably, his narrator is the emblematic hero of modernity 
and Romanticism. He exemplifies the individual, a borderline marginal in search of an 
elusive esthetic Holly Grail. Through his love for K, he critiques a prosaic society. His 
character represents the misunderstood esthete, much like the Romantics who had turned 
to the poet/prophet before the scientist. Above all, Aquin's protagonist is the archetypal 
hero of the Romantic tradition. His portrayal of this personage through multiple doubles 
gives rise to Aquin as a 20* century Romantic writer. 
The collage of historical, political and literary references that represent a 
remarkable amalgamation of erudition may deny the reader the impression of there being 
a single and controlling idea, or a clearly envisaged purpose behind his work. However, 
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Aquin has masterfully devised Prochain Episode as a type of mysterious tale riddled with 
enigmatic clues. No cultural reference is gratuitous, for each allusion is linked to another 
in order to fashion a grand message: 
Entre cet ouvrage d'histoire militaire et la conference que 
H. de Heutz a donne hier soir a geneve sur la bataille de 
Genaba qui a oppose Cesar aux braves Helvetes, il y a un 
lien incontestable, de meme qu'il existe une correlation 
probante entre l'homme qui habite ce chateau impossible et 
cet ex-libris faussement anonyme au fond duquel je cherche 
la cle d'une enigme (P.E. 131). 
Therefore, Prochain Episode is devised as an enigma whose code cannot be solved 
without first uncovering the genesis: "la quete de l'origine." 
Aquin's use of Romantic literature, aquatic imagery, history, political intrigue and 
love is at the root of his hermetic message. "Le Moi" takes on multiple identities in the 
transposition of reality into fiction. The narrator becomes a secret agent and imagines his 
mission to be similar to that of medieval knights. His Holy Grail is to invent an original 
work of art and to track down the enemy. After a death defying chase through the Alps, 
the narrator confronts the antagonist in his citadel (the Coppet castle haunted by the 
renowned Romantic couple: Mme de Stael and Benjamin Constant). Face to face with 
the enemy, the narrator is unable to follow through with his mission to kill the enemy. 
This mysterious character possesses a triple identity, much like the narrator who is 
trapped within his multiple doubles: 
Le narrateur est double et lui-meme divise pour affirmer sa 
propre identite et celle de son peuple, il doit se mettre en 
opposition avec les forces memes qui l'ont faconne, en 
particulier la culture britannique, europeenne et 
canadienne-anglaise. Puisque certains elements de ces 
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cultures ont ete interiorises chez les Canadiens francais, il 
ne peut les extirper de son moi sans se detruire lui-meme. 
(Blais 50) 
It is for this very reason that he is unable to slay his adversary because H de 
Heutz is none other but another extension of his fragmented personality. Imagination is 
the key element which balances reality with fiction; although the narrator seems 
delusional it is also a way to escape the bitter realization of a failed revolution. Writing 
on the subject of historical evolution and the reconstitution of "le Moi" throughout 
humanity is a type of revolutionary activity. He is the self-appointed spokesperson of the 
Quiet Revolution. Lest should we forget "Je me souviens", he reminds us that a "prochain 
episode" is yet to come! There is a note of hope in this phrase, as he is convinced that one 
day his country will enjoy independence. 
At the end of the novel, he looks over "la page abrahame" (P.E. 167) in search of 
a conclusion that will bring hope to his country, much like Byron's Harold who over 
looking the Waterloo plains exclaims: 
And thus I an absorb'd, and this is life: 
I look upon the peopled desert past, 
As on a place of agony and strife, 
Where for some sin, to sorrow I was cast, 
To act and suffer, but remount at last 
With a fresh pinion, which I feel to spring. 
(Childe Harold, LXXII) 
The Prochain Episode narrator is on the verge of committing suicide after having 
faced many hardships and frustrations. However, surprisingly enough, his tale ends with 
a note of hope. Like Byron, he hopes to see the debris of history burgeon into a new and 
promising life. In order to erase past humiliations, he will only accept an "apotheose" 
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(P.E. 173). He wants to witness this event since he still considers himself "le chef 
national d'un peuple inedit." He will meet K, the mother country, and make love to her: 
"Tout finira dans la splendeur secrete de ton ventre d'Alpes muqueuses et de neiges 
eternelles" (P.E. 173-74). This symbolic act is reminiscent of Byron's "fresh pinion" and 
engenders a new beginning for Quebec! 
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